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Fic. 167. — Vat.gr. 747, fol. 222v (detail), Achan Stoned; Joshua Instructed (Jos 7:26 above) 

Fic. 168. — Vat.gr. 746, fol. 449v (detail), Achan Stoned; Joshua Instructed (Jos 7:26 above) 

Fic, 169. — Vat. palat.gr.431, sheets ХІУ-ХУ, Five Kings Brought before Joshua, Humiliated, and 
Hanged (Jos 10:16-26 below) 

Но. 170. Vat. gr. 747, fol. 225r (detail), Five Kings Humiliated before Joshua (Jos 10:25 above) 


Fic. 171. Vat.gr. 746, fol. 453v (detail), Five Kings Humiliated before Joshua (Jos 10:23-24 
above) 


Ко, 172. Vat. palat.gr.431, sheets Х-ХІ, Joshua Instructed, Departs for Ai, the Battle of Ai, the 
King of Ai Brought Before Joshua and Hanged, Joshua's Altar on Mount Ebal, the 
Ambassadors of Gibeon Before Joshua (twice), Joshua Makes the Sun and Moon 
Stand Still (excerpts below from Jos 8:1, 8:3, 8:18-22, 8:23-29, 9:2а-Һ, 9:6, 9:9-13, 
10:6, 10:9-14) 


Fic. 173. Vat. 747, fol. 224r (detail), Ambassadors of Gibeon (Jos 9:15 above) 


Не. 174. Vat.gr. 747, fol. 224r (detail), Ambassadors of Gibeon before Joshua (Jos 9:21-22 
above) 


Fic. 175. Vat.gr.747, fol. 224v (detail), Ambassadors of Gibeon before Joshua (Jos 10:1 begins 
above) 


Fic. 176. Мас. ре. 746, fol. 437r (detail), Moses Sees Canaan from Mount Nebo 
Ко, 177. Vat.ge.746, fol. 438r (detail), Moses Led by an Angel; Death of Moses 
Во. 178. Vat.gr.747, fol. 226r (detail), Battle by the Waters of Merom 

На. 179. Vat.er.747, fol. 31r (detail), God's Covenant with Noah 
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1 WHY STUDY 
THE OCTATEUCHS? 


Naturalmente, un manoscritto. 
—Umberto Eco! 


The study of the Octateuchs will permit the establishment of general principles 
with regard to the process of copying miniatures, 
— Kurt Weizmann? 


A hundred years аро а book on the Octateuchs would have needed по 

apology or justification from its author, The same would have been the 

case fifty years ago. But scholarship moves on, fashions change, and out 

subject looks different from today's perspective. By way of introduction, 

ПТ therefore, it may be helpful to think in a general way about why the 

Octateuchs might be worth studying. This will also be an appropriate moment to consider 

briefly what it is we hope to find, and how we intend to go about finding it. First, 
however, we need to define our material. 

The word Octateuch ('Oxvévevyoc) is a technical term, created from the Greek words 

for eight (дхтф) and book, volume, or scroll (t&xoc).? Its first recorded use is in the 

preface to a Commentary on the Octateuch by Procopius of Gaza, who died around 538,4 


1. H nome della rosa, 1981, motto. this text, The Quaestiones. in Octateuchum of 
2. Weitzmann, 1957, 183, Theodoret (d. с. 466) are titled in Greek, "Вис та: 
3. ОН, Lampe, А Ратіміс Greek Lexicon, йлооа тїс slag vooqiüc (On the difficult 
Oxford, 1961, s.v. "Oxrárevxoc.) passages of Holy Scripture), with no mention of the 


4. PG 87, 21A, There is no modern edition of word Octateuch. 
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Its ancestor was the more familiar term Pentateuch, which was used from the second 
century д.р. (although infrequently) to refer to the first five books of the Bible (Genesis, 
Exodus, Leviticus, Numbers, and Deuteronomy), that part supposedly written by Moses? 
and commonly known to both Jews and Christians as the Law. Quite simply, the Octa- 
teuch comprises the Pentateuch plus the historical books of Joshua and Judges, which 
continue the narrative of Deuteronomy, and the brief book of Ruth, which can be placed 
in the period of Judges. This is the usual order of the books in Greek manuscripts and is 
found in the great early uncials, such as the Codex Vaticanus of the mid to late fourth 
century." Already in the Codex Alexandrinus of the late fifth century, the book of Ruth 
(the end of the Octateuch) was qualified in the list of contents on folio 4r: "Together 8 
books" (pod (Ata 117,8 

That the word Octateuch was coined implies that the eight books in question had obtained 
some special significance in or by the sixth century. Although it has been frequently stated, 
and remains a reasonable assumption, that the one-volume Octateuch existed at this date, 
no early example has in fact survived. There are numerous uncial manuscripts, and frag- 
ments of manuscripts, that contain cither more or less than the requisite eight books, but 
none of these can convincingly be termed an Octateuch. ! The earliest surviving Octa- 
teuchs date from as late as the tenth century, and all are written in minuscule script.!! 

A closely related family of five illustrated Octateuch manuscripts dates from this later 
period. 12 The earliest, Vat.gr.747, is generally agreed to be a work of the eleventh century 
(Fig, 2).!? Three survive from the twelfth century (formerly Smyrna, Evangelical School 
A.1; Istanbul, Topkapı Saray, gr.8; and Var.gr. 746) (Figs. 1, 3, 4). The latest of them, 
Mount Athos, Vatopedi 602, was made in the thirteenth century (Fig, 5). There is also a 
sixth illustrated Octateuch, Florence, Laur. 5.38, which is, like Vat. gr. 747, a work of the 
eleventh century, У But it is а completely different sort of book and has six miniatures 
covering the text only as far as the creation of Man (Gn 1:26), For the present, the 
evidence of Laur.5.38 will be passed over, although the manuscript will be considered 
briefly in a later chapter. 1 











5. Lampe (as note 3 above), s.v. Пеутбтеоҳос̧ 

6. Useful information by J.-P. Bouhout, "Penta- 
reuque. 1, Pentateuque chez les peres," in Dictionnaire. 
de la Bible, Supplément, уп, Paris, 1966, 689-92. 

7. Henry Barclay Swete, An Introduction to the 
Old Testament in Greek, Cambridge, 1900, 201—9. 

8. On'the date, see Guglielmo Cavallo, Ricerche 
sulla maiuscola biblica, Florence, 1967, 77-81; 
attributed to the third quarter of the fifth century. 

9. Recently by, e.g., Weitzmann, 1979, 73-74; 
Brubaker, 1981, 92. 

10. See the lists of Rahlfs, 1914, 374-82. For 
example, Leiden, Voss.gr.qu.8 + Leningrad, ОРВ 
ge3 + Paris.gr.17, contains on 153 folios fragments 
of Genesis-Judges, but none of Ruth, and there is no 
way of establishing whether that book or others 








(c.g., LV Kings) was originally included, Weitz- 
mann, 1979, 73, finds “ир to the 10th century only 
two fragmentary manuscripts which might have 
been Pentateuchs” in Rahlfs's lists. If we were to 
follow the same principles as Weitzmann does in 
finding Octateuchs in this period (see note 9 
above), we could expand the two Pentateuchs to. 
twenty-seven (including papyri). 

1L. Rahlís, 1914, 375, 

12, In general, see the dis 
ual manuscripts in Chapter 2. 

13. A thirteenth-century date has also been 
proposed, although not argued, by Anderson, 1982, 
83 п. 7. 

14. Sec first Bernabò (1978). 

15. See page 84. 


sion of the individ- 
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The principal grounds for art-historical interest in the Octareuchs have been found to 
lie in their extensive narrative cycle. When complete, each manuscript had some 370 or 
more miniatures scattered through the text, ^ Many are subdivided by a horizontal or 
vertical line (e.g., Figs. 45, 53, 54), so that a total of about 550 different scenes are 
illustrated in the five manuscripts. 7 Their subjects range from the commonplace, such as 
the Crossing of the Red Sea (Figs. 133-36), ^ to those that are unique to the Octateuchs, 
such as Joshua Giving an Inheritance to the Daughters of Zelophedad (Figs. 16-20). 

Despite the restricted chronological distribution of the surviving Octateuchs, and the 
fact that all are Byzantine manuscripts, they have frequently been referred to in studies of 
Old Testament illustration from both a Western and an Eastern context from the Eatly 
Christian period to the Renaissance, literally from Dura Europos го the Sistine Chapel, 9 
The reason for this is iconographic: the Octateuchs have been taken to represent а 
particular tradition of narrative illustration, often called the "Octateuch recension," that 
has been discerned іп many contexts and at a wide range of dates.?? One reason for 
studying the Octateuchs is therefore because they have been considered to be works of 
art-historical importance. 

The fortuna critica of the Octateuchs is an unusual one, and for that reason it deserves 
some consideration. Discussion got off to an early and promising start. By drawing 
attention to the Vatican manuscripts in their pioneering historical works, Seroux 
d'Agincourt іп 1823,2! and especially Kondakov in 1876-81 (in Russian) and 1886-91 
(French translation), 24 ensured that the Octateuchs would play a conspicuous role in the 
study of manuscript illustration. In 1899 Strzygowski published an important piece on the 
Smyrna Octateuch.? Uspenskij produced a monograph on the Topkapı Octateuch in 
1907, together with an album of 314 illustrations, with 240 derails and 9 general views ОЁ 
that manuscript. And Hesseling in 1909 published a volume of plates illustrating all 334 
miniatures of the Smyrna manuscript. 2 These early efforts are now particularly valuable, 
since the Smyrna Octateuch disappeared in 1922. By the early years of this century 
therefore, the Octateuchs were relatively well known, and they found a significant place 
in surveys of Early Christian and Byzantine art, such as those of Diehl (1910),26 Dalton 
(1911),27 and Wulff (1914).28 

There was then a hiatus, brought about in part at least by World War I and из 





16, The numbers, vary from book to book, for 
reasons set out in later chapters, and depending on 
whether a single miniature with two scenes, divided 
into two in some manuscripts, is counted as one or 
two. | consider 374 miniatures to be an "ideal" 
total. 

17. Add to the 374 miniatures (as note 16 
above) a further 176 scenes in subdivided or 
alternative miniatures. 

18, See pages 95—98. 

19. See the discussion in Chapter 8. 

20. See pages 95-102. 

21. Seroux d'Agincourt, 1823, 1, 73; іш, 68-69; 


pl. 62. 

22. Копдаком, 1886-91, и, 75-83. 

23, Suzygowski, 1899. 

24. Uspenskij, 1907. 

25. Hesseling, 1909. 

26, Charles Diehl, Manuel d'art byzantin, Paris, 
1910, esp. 556-58, 576-79, 

27. O. M. Dalton, Byzantine Art and Archaeol- 
ogy, Oxford, 1911, 464, 

28, Oskar Wulff, Altchristliche und byzantinische 
Kunst (Handbuch der Kunstwissenschaft), Berlin, 
1914, esp. 530-31. 
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aftermath, but by the 1930s the situation looked promising. Morey at Princeton and 
Weitzmann in Berlin discovered they were working in parallel on the Octateuchs. In 1935 
Weitzmann moved to Princeton at Morey's invitation, specifically to prepare the Octa- 
teuch volume for the projected series Illustrations in the Manuscripts of the Septuagint. 9 
This was to Бе a complete corpus of the material, reproducing every miniature in each of 
the manuscripts.*° In expectation of the forthcoming volume(s), it is not surprising that 
from 1935 other scholars tended to steer clear of the subject, content to rely largely on 
previous work, or on Weitzmann's subsequent “interim” statements, which have appeared 
in various contexts.?! One side effect of this period of waiting was that the significance 
attributed to the Octateuchs in general surveys declined steadily, to the extent that in 
Lazarev's important Storia della pittura. bizantina (1967) only the Vatopedi Ocrateuch 
received more than a passing mention in the text or notes. And other surveys failed to 
mention the manuscripts at all. 5 

Іп 1973, almost forty years after Weitzmann's arrival at Princeton, the situation 
changed dramatically with the publication by Paul Huber, a Swiss clergyman, of a study of 
the Vatopedi Octateuch, illustrating for the first time all its 160 miniatures, 38 of them іп 
color? Huber's work served not only to draw attention to the outstanding artistic 
qualities of the Vatopedi manuscript but also, more generally, was a reminder that the 
Octateuchs remained an important but still understudied subject. Since 1973, particular 
issues in one or more of the manuscripts have been taken up in a flurry of articles, 5 
Nevertheless, we are still without publication of most of the miniatures in the two most 
accessible Octateuchs— those of the Vatican. 

The principal reason for studying the Octateuchs is that they remain remarkably little 
known. The hypotheses that have been developed to connect them with, for example, 
Roman catacomb painting, 6 or Crusader Palestine," with Anglo-Saxon England, 38 the 
Paris of Louis [X,? or the Rome of Sixtus LV, are all based on what can only be described 
as inadequate foundations in the study and publication of the manuscripts themselves. 


29, Weitzmann, 1986, 16. 

30. The most recent volume of the series to 
appear is Weitzmann/Kessler, 1986. 

31, For example, Weitzmann, 1947/70; 1948; 
both passim. 

32. Lazarev, 1967, 283, 295, figs. 411-13. In the 
Russian edition, [storija vizantiskoj zhivopisi, Moscow, 
1947 (fig. 160a), Маг. рт. 746 was also illustrated, but 
the overall coverage of the Octateuchs was similar. 

33. For example, Charles Delvoye, L'Art byzan- 
tin, Paris, 1967; W. Е Volbach, J. Lafontaine- 
Dosogne, Byzanz und der christlichen Osten (Pro- 
pyläen Kunstgeschichte, 3), Berlin, 1968; John 
Beckwith, Early Christian and Byzantine Art (Pelican 
History of Art), Harmondsworth, 1970 (and 2d ed., 
1979). But note thar David Talbot Rice, Мах 
Hirmer, The Art of Byzantium, London, 1959, 
contained four color illustrations by Hirmer of the 


Topkapi Octateuch (pls. xvi-xxi). 

34. Huber, 1973. 

35, For example, Bernabò, 1978a, 1978b; ldem, 
“La cacciata del Paradiso е il lavoro dei progenitori 
in aleune miniature medievali," in Miniatura italiana. 
in età Romanica e Gotica, ed, Grazia Vailati Schoen- 
burg Waldenburg, Florence, 1979, 269-81; Lassus, 
1979 (with fourteen color illustrations); Hahn, 
1979; Brubaker, 1981; Anderson, 1982; De Angelis, 
1982; Lowden, 1982; Tamar Avner, “Septuagint 
Illustrations of the Book of Judges in Manuscripts of 
the Court School of Saint Louis," Byzantinische 
Forschungen, xiu, 1988, 297-317. 

36. Kützsche-Breitenbruch, 1976. 

37. Buchthal, 1957, 58-61. 

38. For example, Henderson, 1968. 

39, Stahl, 1974, esp, 127-56. 

40. Ettinger, 1965, 50-54. 
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To publish and discuss the iconography of every miniature in each of the Octateuchs 
would be a vast undertaking.4! And bearing in mind that this is what is promised in 
Weitzmann's long-awaited study, it would be foolish to run the risk of duplicating that 
work here. What type of book, then, is appropriate at present? Among the traditional 
questions we should consider, 1 suggest, are: How, when, and where were the Octateuchs 
made? Who made them, for whom, and why? What sources were employed, and what was 
their later history? But more generally, we need to ask how the artists who produced these 
books approached their task. Can we, as Weitzmann has proposed, establish general 
principles with regard to the copying of miniatures on the basis of a study of the Octa- 
teuchs? And can we work outward from the surviving manuscripts to substantiate the 
hypothetical “Octateuch recension,” with its roots in antiquity and its ramifications 
throughout Western art? 

It follows that the approach in this study will be selective. Instead of complete coverage 
of the material, аса level which its sheer volume would threaten to make either overwhelm- 
ing or superficial, an analysis in depth will be the goal. Only those pages and images from 
the Octateuchs that are essential to the argument can be illustrated here. The 164 minia- 
tures that are included represent little more than one-tenth of the total corpus. 

Thus far 1 have considered the Octateuchs only from the point of view of the impor- 
tance of their illustration. In this 1 have reflected the concerns of the art-historical 
literature. But of course these manuscripts also contain a vast body of texts, and they too 
have been the subject of detailed study, especially within the last century. Some knowl- 
edge of this literature is ап essential prerequisite for the study of the miniatures. 

Working independently of the art historians, students of the text have emphasized how 
the illustrated Octateuchs are very closely related to one another in terms of the particular 
family to which they belong. The manuscripts are found to have a standard series of 
texts, in addition to the Septuagint (see Appendix for details). As a preface, we find the 
Letter of Aristeas, an account composed perhaps around 200 в.с, of how the Jewish Law 
(6 vóuoc)—that is, the Pentateuch—was translated from Hebrew into Greek on the 
orders of Ptolemy II Philadelphus (285-247 в.с.).%6 We also find the relatively brief 
Letter of Theodoret to Hypatius, which was composed by Theodoret as a preface to his so- 
called "Questions on the Octateuch," written not long before his death, c. д.р, 460,47 
Both texts are illustrated. As epilogues there are four brief anonymous passages (without 


41. Blueprints of the plate volume for this tena); Pelletier, 1962, 8-41 (on the Letter of 


publication were made (I understand) in the 19405, 
with approximately 1,500 illustrations. I am grateful 
to Gary Vikan, who showed me the prints in 1979. 

42. Weitzmann, 1986, 17, Massimo Bernabò is, 1 
understand, Professor Weitzmann's collaborator on 
this project. 

43. Weitzmann, 1957, 183. 

44. For the basis of the selection, see А Note on 
the Illustrations, page 142. 

45. See, principally, Wevers, 1974, 82-100 (on 
the Septuagint), Petit, 1986, Іххуі-хсуі (on the ca- 


Aristeas). 

46. Pelletier, 1962, passim; on dare, 57-58. 

47, See the edition by Marcos and Saénz- 
Badillos, 1979; on date, xii. The title is a modern 
one, 

48. Following Uspenskij, 1907, 109 and figs. 8— 
10, the illustration of Theodoret and Hypatius's 
exchange of letters has been misidentified as 
Ptolemy and the priest Eleazar (e.g., Huber, 1973, 
30, pls. e and D. 
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illustration) concerning the seven translations of the holy text from Hebrew into Greek, *? 
the eleven dispersals of the Israelites,?? the obscurity of Holy Scripture," and the ten 
Hebrew names of God. By far the most important addition to the Septuagint is the 
marginal catena, а type of commentary drawn from various sources. Excerpts of varying 
lengths from the church fathers, such as Origen, Chrysostom, or Theodoret, are com- 
bined with shore anonymous passages, sometimes explaining particular words or phrases 
or recording textual variants. These are linked to the biblical text by a system of sigla or 
numbers. The inclusion of the scholarly catena vastly increases the bulk of the volumes 
and is a conspicuous element on almost every page (e.g, Figs. 1—4). 

Although published work on the texts of these books is helpful and will be put to use in 
later chapters, it is important to bear in mind that to a textual historian our manuscripts 
are of only limited interest, since they exhibit for the most part a late and "corrupt" text. 
In terms of recovering the versions of the Septuagint circulating in the third century A, D., 
let alone the third century в.с., they are virtually of no help, Only for the Letter of 
Aristeas, for which they are among the oldest and best exemplars, is their witness 
important. But it would be absurd for us as art historians to follow the philologists to the 
extent of regarding the illustrations to the Letter of Aristeas as more important than those 
to the Septuagint. We shall have to distinguish clearly in due course between our motives 
for studying the Octateuchs and those of a textual critic, We cannot simply turn to studies 
of the text and hope to find answers to art-historical questions. 





At this early point some issues, concerned more with the historiography than with the 
history of the Octateuchs, must be confronted, In part this is because of the important 
role attributed to them in some of Weitzmann's most influential publications, Weitzmann 
is unusual among art historians, in print at least, in having concerned himself extensively 
with practical questions of method in the study of the illustrations in manuscripts. The 


49. PG 28, 433b-436c; cf. PG 84, 286-32, 

50, РС 106, 128b-d. 

51, "Ort êv тў аіхцолоас: М. К. James, А 
Descriptive Catalogue of the Manuscripts т the Library 
of Lambeth Palace, Cambridge, 1930-32, 842-43. 

52. Paul de Lagarde, Onomastica Sacra, 2d ed., 
Göttingen, 1887, 229, line 62—230, line 81. 

53, See first Petit, 1986, Ixxvi-xcvi. 

54. The "C" (for catena) group text. Cf. Wevers, 
1974, 82-100, 

55. But see L.M.]. Delaissé, "Le Livre d'Heures 
d'lsabeau de Bavière. Problèmes de méthode en 
histoire de la miniature,” Scriptorium, ту, 1950, esp. 
256-60. Delaissé died before he was able to write 
the book he had planned on his method of studying 
manuscripts; L.M.J, Delaissé, James Marrow, and 
John de Wir, Illuminated Manuscripts, James А. de 


Rothschild Collection at Waddesdon Manor, Fribourg, 
1977, 10. It is my experience, however, that such 
questions are frequently discussed privately. 1 was 
fortunate to be invited to a seminar at the Center 
for Advanced Studies in the Visual Arts, Narional 
Gallery of Art, Washington, D.C., on 30 April 
1981. The seminar, “Methodologies of lllustrared 
Manuscript Studies,” and the meeting were under 
the direction of Sandra Hindman and Marianna 5, 
Simpson. Attending the meeting were scholars in 
the fields of Early Christian, Byzantine, Western 
Medieval, Pre-Columbian, Islamic, and Oriental 
manuscript studies, This useful day was, perhaps 
regrettably, organized on the basis of no formal 
papers, no audience, по taping, and of course по 








Why Study the Octateuchs? 7 


centerpiece is his Roll and Codex, subtitled A Study in the Origins and Method of Text 
Illustration, first published in 1947 and reprinted with addenda, but without alterations to 
the text, in 1970. There he proposed a method that is a development of the textual 
criticism of the philologist, as formulated in the late nineteenth century by Westcott and 
Нок, 5% For him, the art historian’s ultimate aim in studying illustration is similar to that 
of the critic producing an edition of a text: to attempt to rescue or recover from the more 
or less confused visual evidence of the Middle Ages the images originally invented to 
illustrate che particular texts.57 Weitzmann was led to argue that it was in manuscripts 
(books or rolls) that virtually all narrative illustration was invented and developed.™ 
According to this theory, scenes on the walls of a church, for example, or the panels of an 
ivory casket often tell us about a manuscript model used by the artist. Furthermore, 
although most of the manuscripts now in existence are from the Middle Ages, Weitzmann 
has proposed that many of these for the most part only copy or reflect manuscript models 
going back to late antiquity, or even earlier. Evidence from the Octateuchs is cited at 





various points to support many of these hypotheses. 
It is a curious fact that although Weitzmann's aims and methods were, and to some 
extent still are, radical and controversial,®! art historians have shown a marked reluctance 


56. As made clear by Weitzmann, 1947/70, 182 
n. |, 

57. “The study of the transmission of miniatures 
has exactly the same aim [as textual criticism], 
namely, to find the iconographically purest version 
of the archetype.” Weitzmann, 1947/70, 183. See 
also the image of the ripples generated by a stone 
cast into а pond: Weitamann, 1975. 

58. For example, Weitzmann, 1947/70, passim; 
or Weitzmann, 1971, 48: “Narrative illustration of 
the Bible did not begin with cycles of a limited 
number of scenes that later were expanded; on the 
contrary, picture cycles of astounding wealth form 
the point of departure and these, in turn, were 
excerpted and shortened during the Middle Ages." 

59, For example, Weitzmann, 1971, 48-49: 





One should always be aware, when analyzing 
à monumental picture cycle of narrative. 
character, that in most cases one is dealing 
with an epitome of an extensive miniature 
cycle. This holds true not only for monumen- 
tal painting but also for the countless other 
forms of art which depend iconographically 
on miniature cycles, such as certain groups 
of frieze sarcophagi, silver plates, ivory 
plaques, or even textiles, Book illustration 


was the storehouse of iconography. Artists in 
all fields consulted and copied illustrated 
manuscripts whenever they sought an exact 
illustration of a given text; and it is scarcely 
ап exaggeration to assert that, in the last 
analysis, each “narrative” cycle may be 
traced to an illustrated book, 

60. For example, Weitzmann, 1975, 12-16, 

61. For example, Kitzinger, 1975, 122-38, ar- 
gues that the mosaics of S. Мама Maggiore іп 
Rome, "while visually (and purposefully) evocative 
of pictures in books, are nor actually derived from 
an illustrated codex" (122). This modified position 
is developed by Herbert L. Kessler, "Pictures as 
Scripture in Fifth-Century Churches," Studia Artium 
Orientalis et Occidentalis, и, 1985, 17-31; erg, “To 
model monumenral narrative cycles on manuscript 
illustration, artists did not need to copy actual 
miniature cycles: they could simply apply to church 
decoration, de novo, rhe techniques of pictorial 
narrative that had been developed for books" (19). 
For more searching critiques, see, e.g., rhe reviews 
of Roll and Codex (Princeton, 1947) by Hurry Bober, 
Art Bulletin, xxx, 1948, 284-88; or of his Sacra 
Parallela (Princeton, 1979) by Annemarie Weyl 
Carr, Art Bulletin, ху, 1983, 147-51. 
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to formulate alternatives. Some have followed his lead enthusiastically and have found 
the “Weitzmann method" helpful to their studies. Others, while nor accepting his 
approach, have followed different strategies tacitly, as though the end result (the book, 
article, or thesis being written) would demonstrate the validity of the means without the 
need for further justification, This reticence about the means and ends of research is in 
sharp contrast to the situation elsewhere in manuscript studies, On most topics apart from 
illustration there is a vast literature in which discussions of method play an important 
part, 64 

A final reason for studying the Octateuchs therefore is the heavy methodological 
baggage that has been loaded onto them. Since future debates about how illustrated 
manuscripts were made, and how and why we study them, will have to take account of 
the Octateuchs, we need to know them better. Nevertheless, although I will consider 
questions of method where appropriate in this study, they are not my principal purpose. 
This book is intended as an empirical rather than a theoretical work, and the reader is 
encouraged to judge the value of the approaches taken on the basis of the results. 


62, For example, André Grabar, Christian Iconog- 63. Aside from doctoral theses written under his 


raphy: A Study of Its Origins, Princeton, 1968, while 
differing fundamentally from Weitzmann on the 
significance of the role of manuscripts in the 
invention of biblical illustration, does not mention 
him in the text (esp. 87-106), but only in the 
bibliography. See also Chr. Walter, "Liturgy and the 
Illustration. of Gregory of Nazianzen's Homilies,” 
REB, xxix, 1971, 183-212, esp. 186-90, 








supervision at Princeton and the resulting books 
(see Weitzmann, 1986), note, e.g, Kótzsche- 
Breitenbruch, 1976; Zoltán Kádár, Survivals of 
Greek Zoological Illustrations т Byzantine. Manu- 
scripts, Budapest, 1978. 

64, In general, see Chapter 2, note 6; Chapter 6, 
note 28. 





2 A CODICOLOGICAL 
APPROACH TO 
DESCRIPTION 


Xeigl 8È үдеіу xat xovooyoayndév Өвобфроо 


ловтологовитвоом тїс uòtijs поуйс жой Dujuoyoáqov . . 





м. Add, ms, 19352! 





L'histovien de l'art qui s'intéresse à la miniature doit зе doubler d'un 


codicologue 


—L.M,). Delaissé? 


The description of individual manuscripts is an essential part of our 
subject,’ Nevertheless, there is no agreement over what constitutes an 
adequate description or even what the minimal criteria ought to be.^ We 


L Folio 208: “Written and illuminated. by 
"Theodoros, proto-presbyter of this monastery, and 
copyist.” See Sirarpie Der Nersessian, Psatitiers grecs 
du moyen-âge, и, Londres, Add, 19352, Paris, 1970, 
12. 

2, Scriptorium, iv, 1950, 260. 

3. For à recent statement on the importance of 
books in the culture of Byzantium, and of codi- 
cology and manuscript studies іп general, see 
Herbert Hunger, Schreiben und Lesen im Byzanz, 
Munich, 1989, 


have to reach a happy medium between the exhaustive recording of every 
aspect of a book's history, content, and appearance, which may be an 


4. Schemata for catalogue entries exist: see the. 
useful discussion by Armando Petrucci, La descri- 
zione del manoscritto; Storia, problemi, modelli, Rome, 
1984, Such entries are not intended primarily to 
serve the requirements of art-historical study. In. 
general, see Helmar Harrel, Wolfgang Milde, Jan 
Pirozyriski, and Marian 2жістсап, Probleme der 
Bearbeitung mittelalterlicher Handschriften, Wolfenbüt- 
teler Forschungen xxx, Wiesbaden, 1986, See also 
the brief discussion articles in Gazette ди livre 
médiéval, xu, 1988, 1—6. 
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ideal but is certainly unattainable, and the skimpy overview, which will leave too many 
questions unanswered. * 

For several decades now, such descriptions have implied an espousal of at least some 
aspects of codicology.9 The term (Fr. codicologie) was coined by Alphonse Dain in 1944 as 
atranslation of the German Handschriftenkunde, and at its broadest means the study of the 
book (codex) in all its aspects.’ On the face of it, all students of illustrated manuscripts 
might therefore be considered codicologists. Yet there are those who would not welcome 
this mantle, for codicology has a narrower aspect as well, as а term to distinguish aspects 
of study, such as ruling patterns, types of ink, and so on, not always covered by 
palaeography, art history, or textual criticism.5 This has led in some quarters to the 
unfortunate prejudice that codicology implies a tedious obsession with the minutiae of 
manuscripts to the detriment of broader statements and inquiries, especially about their 
miniatures. It is not necessary to enter into a discussion here as to what is or is not "real" 
codicology.? The importance of the codicological method lies in the emphasis that it 
places on the totality of the book. And its threat, if it has any, should only be to those 
who feel that any single topic, be it text, illustration, parchment, layout, ruling, or 
whatever, can be properly understood without reference to other elements that make up a 
book. 10 Ir will be this broadly codicological approach that 1 will follow in this chapter. 

Before describing the Octateuchs, it might be of value to ask a few skeptical (“anti- 
codicological") questions: Whar value can discussion of the preparation and ruling of a 
manuscript's parchment have for a study of its miniatures? Why is it necessary to know 
how a book is bound, where quires begin, or whether pages are missing? Does it matter 
that more than one scribe was at work? Is it worth recording that passages of the text were 
omitted? Why bother with the measurements of pages or miniatures? Why pay attention 


5. This is пог to criticize Devreesse, 1950, 256— 
63, which is excellent on its own terms. 

6. Useful for bibliography and terminology is 
Denis Muzerelle, Vocabulaire codicologique, Répertoire. 
méthodique des termes français relatifs aux manuscrits, 
Paris, 1985, See also the series Codicologica (subri- 
tle: Towards а science of handwritten books), 1, 
1976 ("A survey of the present state and scope of 
manuscript studies"); и, 1978, Éléments pour une 
codicologie comparée; 1ш, 1980, Essais typologiques; 1v, 
1978, Essais méthodologiques; v, 1980, Les matériaux 
du livre manuscrit, The following articles discuss 
Albert Derolez, Cudicologie des manuscrits en écriture 
humanistique sur parchemin, Bibliologia 5-6, Brepols 
and Turnhout, 1984: L. Gilissen, "Codicologie. A 
propos de publications récentes,” Scrittura е Civiltà, 
x, 1986, 289—302; A. Derolez, "Réponse à M. 
Gilissen,” ibid., 303-12; J. P. Gumbert, “Appel,” 
ibid., 313-14, 

7. Helpful discussion by Albert Gruys, "De la 





Bücherhandschriftenkunde d'Ebert à la Codicologie 
de Masai,” Codicologica, 1, 1976, 27-33. See alsi 
in general, Опо Mazal, Lehrbuch der Handschrift- 
enkunde, Elemente des Buch- und Bibliotheks- 
wesens, x, Wiesbaden, 1986, 

8, Forexample, section A of Bernhard Bischoff 
Paléographie de l'antiquité romaine et du moyen âge occi- 
dental, Paris, 1985, is termed "Codicologie." In the 
German ей Palüographie des römischen Altertums 
und des abendlándischen Mittelalters (2d ed., Berlin, 
1986), the author prefers Handschriftenkunde to 
Kodikologie as the blanket term. 

9. An impassioned argument as to what is or is 
not "real" codicology continues in some quarters: 
see the three articles in Scrittura e Civiltà, 10, 1986, 
cited in note 6 above, 

10. For example, J. lrigoin, "La critique. des 
textes doit être historique," in Enrico Flores, ed., La 
critica testuale greco-latina, oggi: Metodi e problemi, 
Rome, 1981, 27-43. 
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to the layout of the text even on pages without illustration? Some answers can be found in 
this and later chapters. 


Vaticanus Graecus 747 


Early catalogues suggest that the Octateuch Vat.gr. 747 has been in the Vatican library 
since before 1481.!! Ir is a large volume, now in a modern binding with the arms of Pius 
IX and the cardinal librarian A. Mai on the spine, testifying to a restoration in 1846— 
54. Its present dimensions, 36 x 28.5 cm, must be significantly smaller than originally 
intended, for text has been trimmed off by the binder, sometimes on all three outer 
edges (Fig. 6), and an occasional miniature has also suffered (e.g., Fig. 170). One result 
is that the pages now give a disturbing visual impression, for the scribe originally 
intended, we may be sure, that clear margins would frame the text, and the artist 
certainly did not envisage the mutilation of his work. Probably the book originally 
measured about 40 X 32 cm. 

Over the centuries Vat.gr. 747 has suffered other types of loss and damage, which must 
be taken into account, although they cannor be restored in the mind's eye, as can the 
margins. A total of eighteen folios are missing from various parts of the book, and by 
analogy with the other Octateuchs we may deduce that seven miniatures are missing as a 
result, The losses are scattered and affect the prefatory Letter of Aristeas and the books of 
Exodus, Leviticus, Numbers, Deuteronomy, and Judges. There is no obvious reason why 
these eighteen folios should have disappeared; it is unlikely that they were intentionally 
removed, which might have been the case had they contained, for example, full-page 
miniatures, Most probably they suffered some accidental damage (the proverbial "wear 
and tear"), but there is no way of establishing exactly how or when this happened. 

On the positive side we can record that Var, gr. 747 still contains 260 folios and 334 
miniatures, The miniatures are distributed irregularly through the book, sometimes two or 
three to а page (Fig. 2), sometimes several pages apart (Fig. 32). They are painted in 
spaces of varying size and shape that were carefully left in the text by the scribe. We can 
deduce that the precise location of these miniatures was important by noting the many 
occasions on which the scribe broke off the text he was writing before reaching the end of 
a line, or adjusted his script in some other way, so as to have a particular phrase above (or 
sometimes below) the illustration (Fig. 16). 

Looking in a general way at the appearance and layout of the scribe's work (Fig. 32), we 
can see that he was a highly accomplished and conscientious calligrapher. He followed a 
standard arrangement for each opening of the book, placing the Septuagint text in the 
inner part of the two pages and the catena in a much smaller script in the outer margins. 
Because some passages of text had elicited a much greater body of commentary than 

11. Useful discussion of the early catalogues in 
De Angelis, 1982, 1520-21 n. 3. In general, see the 
bibliography in Appendix I. 
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others, the ratio of Septuagint to catena, and hence the appearance of every page, is 
constantly changing as the scribe attempts to keep the two in step. Sometimes there are 
only a few words of commentary, sometimes only a verse or two of biblical text, and in 
extreme cases the Septuagint is repeated on the next page. For example, the Creation of 
Man, narrated in twelve words in the first half of Genesis 1:26, is repeated identically on 
folios 17v, 18ғ-у, and 19г-у, cach page accompanied by the vast body of catena, and a 
miniature on the last three. On the other hand, in the account of Joshua’s division of the 
land (Jos 15:16-19:49), on folios 229r-231v, there are ten miniatures on the six pages 
Биг no catena at all. 

Looking at the layout (Fig. 34), we can also see that the exact texts for each page could 
be of significance to the scribe, for as he does above the miniatures, so at the end of the 
page in either Septuagint or catena he will often break off in the middle of a line or spread 
the text out in enlarged script or a decorative pattern. The scribe must have done this 
because he knew what texts the next page was to begin with. All this care is remarkable in 
view of the vast body of work that the scribe was writing. Although Vat.gr. 747 is a large 
book, it ís written in a small hand, and in the catena the letters are only about one mm 
high. It is remarkable that so much text was fitted into 260+ folios. 

То guide his work, the scribe (perhaps with an assistant) incised a complex pattern of 
vertical and horizontal lines into the parchment he was to write оп, This must have been 
а long and very tedious task. At first he adjusted the vertical rulings on every folio, to take 
account of the differing layout of text and illustration. To be able to do this, he must have 
had a clear idea of what each page would look like before he started. The catena was then 
written on and between the lines ruled for the Septuagint, The fifth quire marks a 
transition: on the three inner bifolios (folios 30—35), the number of horizontal rulings was 
almost doubled to sixty-eight. Then from folio 37, the start of the sixth gathering, all the 
folios were ruled to a standard pattern with seventy-four lines for the catena. The Septua. 
gint was written with a thicker pen in a larger script, leaving a line of the ruling blank 
between each line of the text. When the layout required by the fluctuating volume of text 
and commentary differed from that suggested by the ruling pattern (after folio 37), th 
scribe followed the dictates of the text and his eye rather than the ruled lines. 

Perhaps because the layout was so important to the scribe, the ruling pattern № 
incised very deeply into the rather thick parchment, on occasions even cutting right 
through it (e.g., folio 256). So although the ruling is "blind" (in accordance with 
Byzantine practice), it is often conspicuous on the page, both because of the way the light 
catches the ridges and furrows and because of the way these have attracted dust or dirt. 
This situation does not affect the legibility of the text, but it is often apparent in the 
miniatures, On the flesh-side of the parchment, where the incised lines are furrows, the 
thin washes of paint used especially for rhe backgrounds have tended to collect in 
repeated horizontal lines of denser tone (Fig. 16). On the hair-side, where the rulings аге 
ridges, the paint surface has suffered additional abrasion, and the pattern may become 
visible as white parallel lines deprived of pigment (Fig. 6). 

We know from many cases thar Byzantine artists, given the opportunity, preferred то 
work on sheets of parchment that were not crisscrossed by the network of incised lines 
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required for the text. Artists would use a sheet or sheets of plain parchment, probably 
ruling a simple rectangle to locate the miniature and guide its borders. These folios would 
later be bound into the book at the appropriate point(s). The method was especially 
convenient when, for example, a portrait of an evangelist was required to face the start of 
his Gospel. In Vat.gr.747, the artist had no choice as to where to put the miniatures, for, 
as we shall see later, he received the parchment sheets with the text already written and 
with spaces left for the miniatures (cf. Fig. 6). But he cannot have failed to notice the 
unfortunate effects that the rulings had. The abrasion of the paint surface on the ridged 
side of the page would not have occurred until after the book was bound, though it then 
became inevitable, but the pooling of the pigment in the furrows took place as the artist 
worked. And because the scribe had used such a complex ruling pattern (especially after 
folio 37), with closely spaced lines heavily incised, the situation for the artist was 
especially unpropitious. Of course the outer lines could conveniently be used to locate the 
borders of a scene, but if we look, for example, at the miniature of God’s Covenant to 
Noah (Fig. 179) we can clearly discern twenty-three horizontal lines, and three verticals, 
within a miniature of 9.1 Х 15.9 ст. On turning the pages of Vat.gr.747 it becomes 
apparent that the artist grew to dislike these lines. The horizontals were unavoidable, but 
not the verticals: if the artist used less space than the scribe had allowed, he could 
sometimes avoid them. In these cases we can often see by exactly how much the minia- 
ture was narrowed, as on folio 243v (Fig. 6), where there is text on all sides of the space 
left for the miniature. In visual terms the result is displeasing, for the blank areas left 
beside the miniatures are disturbing. What this means in terms of the content of these 
miniatures, which is also significant, will be discussed later, 12 

In technique and style, a notable change occurs in the illustration of Vat. gr, 747. Up to 
folio Збу the miniatures were painted in a full range of pigments, sometimes quite thinly 
applied but carefully modeled (Fig. 143). From folio 37 (the start of the sixth quire), the 
technique is simplified and rhe range of colors reduced (Fig. 147). The drapery, for 
example, was simply suggested by red or blue lines for the folds, while the main part of the 
garment was left unpainted. The change implies that the artist simplified and speeded up 
the painting process; there is no reason to suppose that a different or inferior painter took 
over. Perhaps external circumstances required that the artist complete the book more 
rapidly, or perhaps, finding himself after painting more than sixty miniatures still only on 
folio 37, he himself decided to work faster. 

It is interesting to note that the ruling pattern was also altered on folio 37. It might be 
coincidental that the scribal and artistic techniques changed at the same point, but that 
scems unlikely. This leaves only two possibilities: eirher scribe and artist were in close 
consultation or one person acted as both. The change occurs at rhe beginning of a quire 
and less than a sixth of the way through the book; this indicates that the start of painting 
was not delayed until the writing of the entire text had been completed. Up to folio 37 
the miniatures may therefore have been added after che rext one quire at a time, or only 
after all five quires had been written. (The system for the rest of the book cannot be 


12. See pages 76-77 below, 
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established: all the later miniatures might have been supplied in a single, final campaign.) 
Since, as [ will argue below, scribe and artist needed to refer to the same model, this 
pattern of work requires an interruption to both transcription and illustration. It would, 
however, be a convenient procedure for one man were he both scribe and artist. The 
proposal that Var.gr. 747 is the work of a single scribe/artist must then be considered a 
plausible hypothesis. Less attractive, bur still acceptable, is the deduction that Vat.gr. 747 
was completed in two campaigns, by a scribe and an artist who worked closely together. 

In part because comparatively few of the miniatures of Vat.gr.747 have been published, 
its artistic qualities have generally been undervalued. Э Kondakov praised it highly, 14 but 
if only the miniatures in the sketchy and abbreviated style of the later gatherings are 
considered, an unfavorable impression is justified. The miniatures in the first quires are 
very different. The artist uses gold and a wide range of color. The palette is noticeably 
bright and favors light tonal values: pale blues, pale greens and olive-greens, and pale 
pinks are the dominant tones in the drapery. The impressionistic landscapes, for which 
the manuscript has been complimented,!> are painted with care and assurance. The 
treatment of faces is characteristic: they are smoothly modeled in an olive-brown tone. 
The eyes are small, the whites and irises mere dots of color. Around eyes and chins are 
deep shadows. 

With few exceptions, art historians since Kondakov have had no difficulty in attribut- 
ing Vat.gr. 747 to the eleventh century. 19 The characteristic Perlschrift hand of the scribe is 
also consistent with this period. More specifically, a number of manuscripts produced 
from c. 1050 to с. 1075 are broadly comparable:!? the Klimakos, Vat.gr.394;!8 the famous 
Theodore Psalter from the Studios Monastery of 1066, ni. А44.19352;/9 and the profusely 
illustrated Gospel Book, Paris.gr.74,2° These books typify the best Constantinopolitan 
work of the period, and it is with them that Vat.gr.747 should take its place, It is not 
possible at present, however, to identify with certainty the hand(s) of the scribe/artist of 
Vat. gr.747 in another manuscript. 

In view of the fact that the artist worked more attentively in the early quires of 
Vat.gr.747, it is unfortunate thar it is in this area that the work of a later restorer is most 
conspicuous.?! His treatment of the heads, rounded and with diminutive eyes, and the 
angular, almost metallic drapery suggest a date for the restoration around the middle of 











13. See remarks of Weitzmann, 1948, 32-33. 

14. Копдаком пи, 76: " l'éxécution est des 
plus soignés; les couleurs se distinguent par leur 
extréme finesse; les tons sont clairs et bien accusés, 
le paysage brillant, les costumes de nuances trés 
variés, у. 

15, For example, Нитег, 1972, 142. 

16. Anderson, 1982, 83 n. 7 (around the middle 
or third quarter of the thirteenth century), appears 
to be the only dissenting voice in recent times. 

17. General surveys in Weitzmann, 1971, 271- 
313; Lazarev, 1967, 187-91, figs. 190-250; 
Spatharakis, 1981, nos, 58-97 (Jerusalem, Taphou 





53 of 1054, Vienna theol.gr.336 of 1077); Ander- 
son, 1978. 

18. J. В, Martin, The Heavenly Ladder of John 
Climachus, Studies in Manuscript Illumination 5, 
Princeton, 1954, figs. 67-132. 

19. Sirarpie Der Nersessian, 1) Шизтайоп des 
Psautiers grecs du moyen age, п, Londres, Add. 19352, 
Paris, 1970. 

20. Н, Omont, Evangiles avec peintures byzantines 
du Xle siècle, Paris, n.d. 

21, Hutter, 1972, first drew attention to the 
overpainting. 
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the fourteenth century and an artist of some skill.” The extent of the work varies from 
touching up the occasional head to repainting entire compositions.” In part perhaps 
because of the heavily incised rulings, the later paint surface has also suffered badly from 
flaking, and there is now often little difference between the state of the restoration and 
that of the original work.?+ Where the Palaeologan artist merely repainted details, the 
effect on our understanding of the miniatures is slight. Вис in other cases the situation is 
more complex, and in the end every miniature in the book needs to be carefully assessed 
with a view to establishing the extent of any restoration.” As the later artist paints in a 
distinctive style, with a different range of tones and generally grainier pigments, his 
activities are casily revealed by visual analysis under normal or raking light. 

It would be wrong, however, to see the restoration of Vat.gr.747 in purely negative 
terms, for although it undoubtedly obscures some of the evidence of the original, it casts 
an interesting light on the later history of the book. We can deduce that some of the 
miniatures were already in poor condition by the fourteenth century; that the book was 
then in the possession or custody of someone who was particularly interested in its 
illustrations; and that a professional artist was engaged to work systematically through the 
text, repainting miniatures as seemed necessary. Unfortunately, there is no evidence to 
identify this owner, or indeed any other before 1481. 

Whether or not the manuscript remained in Constantinople to be restored there in the 
fourteenth century, and how it came to Italy, are aspects of its history that cannot at 
present be established. Once in the Vatican, its text was copied in two surviving manu- 
scripts: Rome, Bibl. Angel. 07.114 (Genesis), and Vat.gr.2131 (Exodus-Numbers), the 
latter for Giovanni Matteo Giberti, Bishop of Verona (1524-—43),26 


Smyrna, Evangelical School A.1 (lost) 


The Smyrna Octateuch was in the collection of the Greek Evangelical School in Smyrna/ 
Izmir until 1922,27 The manuscript had been presented to the school by the neighboring 
metropolitan church of Aghia Photeini, a post-Byzantine foundation.? Smyrna suffered 
particularly badly in the Greco-Turkish war, and much of the old quarter was destroyed by 
the great fire of 13-15 September 1922,2 The school, which stood at the approximate 





22. The style is prevalent in the second and third 
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23, Рог example, Hutter, 1972, figs. 1-2, 

24. Hutter, 1972, fig. 4. 
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26. Noted by Rahlfs, 1914, 255. 
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Exxadnota тўс Euóovrc, Athens, 1960, 38-61. 

29. Vivid accounts appear in contemporary news- 
papers: e.g., The Times, 15 September 1922, 10; 18 
September 1922, 10; 22 September 1922, 10. 
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point where the modern Gazi Bulvari crosses Nezati Bey Bulvari, was among the vic- 
tims,? and the Octateuch manuscript has not been seen since. 

A number of scholars have told me privately that they believe the Smyrna Octateuch 
may have been saved from the flames. With this possibility in mind, | instituted inquiries in 
Greece among those who came from Smyrna in 1922, including a former pupil of the 
school. У! It turned out that in more than sixty years no one had heard any rumor of the 
existence of such a manuscript, Non-Smyrniots may have been confused by the fact that 
the Evangelical School had built new premises, to which they were about to move in 1922, 
and these survived the fire and are still in use as a school today. Alas, the transfer of the 
library and museum from the old to the new buildings had not taken place. 1 think therefore 
that we have ro proceed on the assumption that the manuscripr's loss is irrecoverable. 

Despite its disappearance some seventy years ago, we are surprisingly well informed 
about the Smyrna Octateuch. There is the catalogue entry by Papadopoulos-Kerameus 
(1877), a discussion with thirteen illustrations by Strzygowski (1899), and a few remarks 
and thirty-five illustrations (two of them of full pages) in. Uspenskij (1907). Vitally 
important is the brief description, published by Hesseling (1909), together with 334 
illustrations from photographs taken by Eisler. Thirty-two of Eisler's glass negatives have 
survived and are now in the Bildarchiv of the Österreichische Nationalbibliothek.3? Some 
of them provide slightly more information than can be deduced from the published plates. 
In fact, by a fortunate if somewhat paradoxical chance, the Smyrna Octateuch, which is 
the one manuscript that cannot be consulted in the original, is much the best served by its 
publications, Our debt to those pioneering scholars, and to their publishers, is a great 
one, 

Discussion of the Smyrna Octateuch must depend largely on the photographic record. 
Luckily, many of the photos were printed without cropping, or sometimes with the text 
rather crudely touched out, and it is thus often possible to establish the precise location of 
a miniature vis-à-vis the Septuagint. У" This can be contrasted with Uspenskij's publica- 
tion of the Seraglio Octateuch, in which the illustrations were fiercely cropped and all 
surrounding material suppressed. It is true that a certain amount of ingenuity will be 
required to reconstruct the layout and appearance of the Smyrna Octateuch, but the 
effort is пог without reward, 

In many ways the Smyrna Octateuch must have resembled Маг. gr. 747. It consisted of 
262 folios (as against Vat.gr.747's 260 at present) in a modern binding of brown leather. 
Its pages had also been heavily trimmed to 37 X 30 ст (compare 36 x 28.5 cm), and 
some of the text and miniatures on the bottom edges of folios (Fig. 36) had suffered as a 
result. Originally the book probably measured some 40 x 32 ст, like Vat.gr. 747. It had 


30, On the history of the school, see Zenobia 32. Orto Demus, “Bemerkungen zum Physiolo- 


Lithoxoou-Salata, ВбоууЕМиЙ XxoAi] Жидутс, 
Athens, 1959. 1 am grateful to Dr, Garth Fowden, 
who located this book for me in the Gennadius 
Library, Athens. 

31. For this work I am most grateful to Photini 
Karassava-Tsilinghri, 


gus von Smyrna," ЈОВ, xxv, 1976, 237, 239. 

33. Anderson, 1982, 100, is unfair to Hesseling 
in accusing him of allowing the photographs to be 
cropped for publication; the surviving Eisler nega- 
tives show that it was the photographer, rather than 
the printer, who selected the field of view. 
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lost a number of folios: all but one leaf of the prefatory material, the first leaf of Genesis, 
and four further leaves with miniatures from the Octareuch (one in Leviticus, two in 
Joshua, and one in Judges). Anderson deduced that one or more gatherings toward the 
end must have been missing, but I will argue below that this was not the case, 5 

The layout of the pages must also have resembled Vat.gr. 747 closely. The Septuagint 
was written in the inner part, the catena on three sides around it. The pages appear to 
һауе been ruled with seventy-four lines for the catena (like the later gatherings in 
Vat.gr.747).26 In the Septuagint only alternate lines were ruled, and the text was written 
in a larger script with a broader реп, Variations in the script visible in the photographs 
indicate that more than one scribe was at work. A typical twelfth-century script in the 
early folios’? contrasts with a more florid, almost bouletée hand visible on folio 31v.9 
Unfortunately, the surviving evidence is too scanty го suggest exactly how work was 
divided. 

In general, the book showed signs of heavy wear, especially in the early pages (e.g., Fig. 
1), The condition of the miniatures varied greatly, Some were perfectly preserved, У while 
others were so flaked as to be almost illegible." As in Vat.gr.747, restorations are visible 
throughout the cycle. Some were definitely repairs to miniatures that had been deliber- 
ately defaced, such as the illustration of the Stoning of the Murderer, which was almost 
entirely repainted, 4! "Bad" characters, such as Pharaoh and his bodyguard, were prone to 
suffer in this way. But “good” ones, such as Joshua, did not always escape unscathed. ® In 
general the restorer followed the style of the original, but his work can easily be distin- 
guished by the crude and dramatic modeling of faces. Probably it is post-Byzantine work, 
perhaps of the sixteenth century. 

There are notable differences in style between some of the miniatures, and these imply 
that a number of hands were at work, but on the basis of the surviving evidence the 
precise division is again unclear. One of the artists, however, worked in a style that is 
sufficiently distinctive for it to be easily recognizable even in old photographs. In view of 
his work on two famous illustrated copies of Homilies of the monk James of Kokkinoba- 
phos (Paris.gr.1208 and Vat.gr.1162), Anderson has dubbed him the Kokkinobaphos 
Master, He was, there is little doubt, the leading manuscript artist in Constantinople in 
the 1130s—50s, His presence can be seen in the characteristically doll-like heads, with 
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dominant eyes emphasized by a dark shadow leading down from the inner corner (e.g., 
Fig. 95). 

А systematic attribution of miniatures in the Smyrna manuscript to the Kokkinobaphos 
Master is пог feasible, in part at least because the other artists are working in a style 
closely related to his. 7 What this does suggest, however, is that it was the Kokkinobaphos 
Master who was in charge. Even if he did not execute much of the cycle himself, it was his 
style that his assistants had to imitate. 

То judge by the Kokkinobaphos Master's other works, a number of tentative deductions 
can be made about the Smyrna Octateuch.** In all likelihood, the manuscript was 
produced in Constantinople in the 1130s—50s. We can speculate that іг may have been 
commissioned by an aristocratic patron, perhaps a member of the ruling Komnenos 
family, either for his or her private use or for presentation to a monastic library. What is 
certain is that it represented ап important undertaking, one of the largest manuscript 
projects on which the Kokkinobaphos Master is known to have been involved. 

А unique feature of the Smyrna manuscript among the Octateuchs was an impressive 
half-page frontispiece illustration (folio 2r), 18 x 20 em, God Creating Heaven and 
Earth (Fig. 12).® This was painted on a single leaf of parchment, the back of which was 
blank. Against a gold ground, God the Father stands before a starry firmament of concen- 
tric circles. Before him is a similar firmament on which he rests his hands. А red moon in 
four phases (7) appears at the cardinal points, and signs of the zodiac were visible to 
Strzygowski. 99 With a wand held in his right hand, God indicates one of the moons. He is 
an old man, with long curling white hair and beard. An inscription in the cross nimbus 
identifies him as ‘O “ОМ, The One Who Is (Ex 3:14).5! He tilts his head and looks 
downward, out of the miniature to the left, his face conveying an impression of deep 
thought. 

Below the miniature was a title, carefully written in red, which can be translated: 


These [books] are arranged thus in this volume of the Old Testament; Genesis, 
Exodus, Leviticus, Numbers, Deuteronomy, Joshua, Judges, Ruth. These are placed 
in the first volume of the Old [Testament]. 


The title is not found in any of the other illustrated Octateuchs, but it does occur in 
Byzantine Old Testaments. 52 Further below, in a florid hand, and apparently inked over at 
а later date, is the text of Genesis 1:1, beginning with a large illuminated E. This is the 
Septuagint text that would also have occurred on the next folio, the start of the catena. 

Given that the miniature was on a single leaf, and in rerms of style is unlike the rest of 


47. As emphasized by Anderson, 1982, 94-95, number of examples with this inscription, dating 


48. Sce further, pages 23-26 below. from approximately the 1340s onward. It should be 
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the work in the Smyrna Octateuch, ir has to be asked whether it was always intended to 
be part of this book. Or was it perhaps added ага later date, as Anderson has suggested? 

‘The single leaf needs to be considered first in the context of the situation at the start of 
the manuscript. By the late nineteenth century, the first leaf of Genesis had been lost; 
there were further signs of heavy wear at the beginning of the book, and the Septuagint 
on folio 5v appears to have been inked over to restore its legibility. Only one leaf of the 
prefatory matter was still preserved (folio 1), and it is recorded that this had part of the 
Letter of Aristeas on the recto, but the verso was blank. Perhaps it was misbound. While 
worn in parts, however, the illustrated frontispiece page (folio 2) was surprisingly well 
preserved, 

Visually, the image of the Creator (Fig. 12) gives the impression of Palaeologan work, 
of the second half of the thirteenth century or later. The proportions of the figure, the 
treatment of the drapery, the hair and flesh, and the figure’s expression—all these are 
unlike anything else in the Smyrna manuscript, although they are broadly comparable, 
for example, to the painting in the Gospel book Iviron 5.7 The treatment of the frame 
and what little can be seen of the initial below are not inconsistent with a twelfth-century 
date, 56 bur both are also possible to parallel in Palaeologan work. In terms of iconography, 
the scene is unique among the Octateuch manuscripts and has no close parallel in 
Byzantine art. The best comparisons are with the well-known images of the Creator, used 
as a frontispiece in the Bibles moralisées that were made in Paris from the second quarter of 
the thirteenth century, specifically with codex Vindob. 1179 (Fig. 13).57 What is related 
is the general conception of the Creator placing a hand on a disk with stars and planets 
before him. The Western artists' pair of compasses, held in God's right hand, is replaced 
in the Smyrna Octateuch by the wand. The Smyrna figure is an older man, in accord with 
Byzantine visualizations of God the Father. 

The Parisian Bible composition of the type represented by Vindob. 1179, is generally 
assumed in some way to descend from a lost Byzantine model related to the image found 
in the Smyrna Octateuch.** But if the Smyrna frontispiece is an addition to the Octa- 
teuch cycle, and if it postdates the Bibles moralisées, a connection working in the opposite 
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direction needs to be considered, Could the Bible moralisée image have been developed 
from the existing Western tradition of Creator illustrations, and then have provided a 
model for the single Byzantine version? This is conceivable, but on reconsidering the 
comparison (Figs. 12, 13), the similarities are not so overwhelming as to prove that an 
attempt was made in the Smyrna manuscript to reproduce this particular French formula. 
The situation should remain open. 

A hypothesis to explain the presence of the Smyrna frontispiece must also be proposed. 
By the second half of the thirteenth century, or the first half of the fourteenth, the 
manuscript may already have been showing signs of wear and tear. It was then decided, ог 
50 we may surmise, to introduce a magnificent frontispiece page, including on it the text 
of the (damaged?) start of Genesis, The model at the back of the artist’s mind may have 
been a frontispiece image of the Creation similar to that in the surviving Bibles moralisées. 
He might have seen such an image in the Latin East, or even in the West. But if this was 
the source, it was not clearly recalled or closely imitated. The Smyrna manuscript, like 
Мак, ог, 747, must have remained of interest many generations after its creation. 

A tantalizing glimpse of the book's history at this approximate period is provided by 
some scarcely legible notes that were written in at the back (folio 262), On 3 October 
1259, the Octateuch was donated to a church of Saint Nikon by an unidentifiable 
individual, whose fragmentary surname was read in three different ways. The gift was for 
the redemption of his soul and those of his parents(?). Two deaths of persons named John 
(or perhaps the same John twice) were recorded below, and a date 1255/56. Since there 
are no other obvious candidates, the Nikon in question may be presumed to have been 
the tenth-century holy man from Sparta, And the only recorded church or monastery 
dedicated to him was in Sparta itself. 6! 

Although the style of the Creation frontispiece fits most happily with works of around 
1300, perhaps even later, it is conceivable that it could have been added to the manu- 
тїрї before it was presented to Saint Nikon as early as 1259. Тће motive for the gift is 
explicit, and as the site was an important pilgrimage center, it is a reasonable deduction 
that the book was donated by a penitent pilgrim. If this is correct, it follows that the 
Octateuch, its owner, and the artist who worked on the frontispiece need have had 
nothing to do with Sparta before 1259 and could have come from a considerable distance. 
What is certain is that the owner could call on the services of a painter of great skill, and, 
while it may be going beyond the evidence, it is possible that the frontispiece was 
specially commissioned to enhance the value of the gift of an old book, already damaged 
at the front. This would suggest that it might have been painted in the summer of 1259, 
If, on the other hand, the frontispiece were added at a later date, the surrounding 
circumstances and motives are obscure. Since the monastery seems to have been aban- 
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doned in the early fourteenth century, we can presume that the manuscript was alienated 
at that time. Ап unrecorded owner at this period could have been the restorer. This 
would fit the visual evidence berrer. 

At some date, and by some unrecorded means, the manuscript was brought ftom Sparta 
to the region of Smyrna. It was in the possession of the metropolitan by the mid- 
eighteenth century, where it was examined by the traveler Richard Pococke and the 
textual scholar Nikephoros Theotokis, who produced the first edition of the catena. 9? 
Pococke described the book as "exceedingly well written, and adorned with several 
paintings which are well executed for those times, "9? 


Istanbul, Topkapı Sarayı Müzesi, Gr.8 





In 1870, Ferdinand Piper, director of the Christian Archaeological Museum of Berlin 
University, attempted to acquire the Topkapı or Seraglio Octateuch, He was unsuccess- 
ful and in 1881 reported, inaccurately it would seem, that Sultan Abdul Aziz had pre- 
sented the manuscript to the Emperor of Austria. Until published by Uspenskij in 1907, 
however, the Octateuch remained to all intents and purposes unknown, At that date it 
was without a spine and front cover, and its damp-stained and damaged pages, the edges 
chewed by rodents and other pests, imply that this had long been the case.“ Deissmann 
has suggested that bindings may have been removed from Seraglio manuscripts as early as 
the time of Sultan Murad Ш, 1592-95.67 Any book may lose its cover through negligent 
use, but removal of the front alone, if intentional, requires a motive: the possibility that 
the Octateuch's original binding was richly decorated, perhaps with gold or enamels, 
should therefore be borne in mind. Not all the Seraglio manuscripts suffered in this way, 
and Topkapı gr.2, for example (an Iliad of c. 1300), still preserves its original binding.® 
This is of leather, stamped with Palaiologos monograms. Perhaps that binding has sur- 
vived because it incorporated no precious materials, 

In the late 1930s the manuscript was restored: new corners were pasted to the leaves by 
Н. Ibscher of Berlin, and it was rebound in three volumes. 6 This was done at the expense 
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of Princeton University, in exchange for permission to make a photographic record of the 
miniatures. There is no reason to believe that the manuscript ever had more than its 
Byzantine and its modern bindings, and as it was not trimmed in the 1930s its present 
dimensions, 42.2 х 31,8 cm, are probably original. The clear margins оп the outer edges 
of cach page are broad (Fig. 3), and many still exhibit the pricked holes made by the 
scribe to guide the horizontals and verticals of the ruling pattern. The manuscript is the 
largest of the Octateuchs. 

The first impression on opening the Topkapı Octateuch is very different from that 
created by Vat.gr. 747 (cf. Figs. 2 and 3), Although it contains the same texts, at 569 
folios the book is more than twice as long. This is because the script is much larger and 
bolder. A significantly simpler page layout has also been used. Instead of openings with 
the catena in the outer margins, cach page is treated separately. Whether he was writing a 
recto or a verso, the scribe began the Septuagint at the left side, writing the catena across 
the upper and lower parts of the page, and in a column at the right. As before, the 
proportion of text to catena varies constantly, but there is now no symmetry across the 
opening. And because the miniatures are usually painted in spaces in the left side of the 
Septuagint, they too are asymmetrical, since they are now in the inner margin of a recto 
page, but in the outer side on the verso. In photographs, which usually show at most one 
page at a time, the effect is not apparent, but in the original, viewed one opening at a 
time, it is conspicuous. 

The simplified layout is guided by the ruling pattern, which comprises a rectangular 
block, without special provision for the catena. The pattern was ruled rather carelessly, 
with the verticals often not parallel, so that the width of a narrow column may vary by as 
much as 5mm between the top and bottom of the page (as on folio 23). The fifty-one or 
fifty-two horizontals were used to guide the catena, while the Septuagint was written on 
alternate lines, Although the script of the Septuagint is somewhat larger than that of the 
catena, the same pen appears to have been used for both (e.g., Fig. 3). This is very 
different from the situation in Vat.gr.747 and the Smyrna Octateuch (cf. Figs. 1 and 2), 
in which the hierarchy of the texts was suggested visually by the use of different sizes of 
script, as well as by the layout. Overall, the effect conveyed by the pages of the Topkapı 
Octareuch is of a scribe working rapidly: the simplified ruling pattern and layout and the 
larger, less regular, and rather undulating script combine to suggest a certain haste, 

Of the Octateuchs, the Topkapı manuscript is the only example that appears to have 
lost no folios, but its visual evidence is nevertheless incomplete: there are 86 spaces left 
for miniatures that were never begun, and some of the 278 or so that аге present were left 
unfinished at various stages. © A single miniature was cut from the book of Numbers. 7! 
The way that the evidence is distributed is puzzling, for although the unfinished minia- 
tures correspond to a division of the book by quires, they are scattered. The gatherings in 
question are as follows: 


70. The precise number of completed miniatures miniature (as here, and in the other Octateuchs) ог 
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Folios: 3-6 (3 blank spaces), 7-9 (2 blank spaces), 10-17 (one finished miniature, 5 
blank spaces), 18-70 (six quires completed), 71-78 (unfinished miniatures and 4 
blank spaces), 79-86 (13 blank spaces), 87-110 (three quires completed), 111-18 (8 
blank spaces), 119-26 (some unframed miniatures), 127-499 (all miniatures com- 
pleted), 500-569 (51 blank spaces). 


On visual grounds, we can arrange the gatherings of the book into three large sections: 
folios 1-126у are the work of a variety of hands who failed to complete their task; folios 
127-499 are the work of a single artist; ће was probably also expected to complete what is 
now the third section, comprising the final seventy folios (nine quires) of the book. 

The artist who took over on folio 127 was recognized by Millet in 1910 as the painter of 
the Kokkinobaphos manuscript Paris. gr. 1208,72 whose work has already been encoun- 
tered in the Smyrna Octateuch. In this case it is possible to examine his work in the 
original, and his true artistic merit becomes apparent (e.g., Fig. 96). The Kokkinobaphos 
Master uses a broad range of rich tones, notably reds and greens, as well as the more usual 
pale pinks and blues. The pigments are smoothly ground and thickly applied. Drapery and 
flesh are modeled with great attention to detail and with the use of a very fine brush, The 
miniatures are for the most part well preserved, which, in view of the decayed state of the 
manuscript, is a tribute to the artist's technical skill. 

Anderson has discussed the work of the Kokkinobaphos Master in this manuscript and 

that of his assistants in the earlier quires, who are in general less able.” Like the assistants 
in the Smyrna Octateuch, they work in what may be termed a sub-Kokkinobaphos style. 
But it is difficule to attribute their work with any degree of certainty, and probably only 
the Kokkinobaphos Master himself worked on both Octateuchs. 
An important point raised by the unfinished quires of the Topkapı manuscript concerns 
the artists’ working practices. Work was divided by quires, as in Vat.gr.747 (at folio 37). 
But the fact that many of the early gatherings were left unfinished indicates that illustra- 
tion did not proceed in what we might think to be the logical way, from beginning to end 
(as we assume happened in Vat.gr. 747). When the unfinished gatherings are examined, 
the situation becomes more surprising. Consider the gathering, folios 71-78 (Figs. 14, 
15). The state of the miniatures is shown in Diagram 1, On folios 71 and 72 there are 
blank spaces; on folios 74 (Fig. 14), 76, 77, and 78 there are unfinished miniatures, with 
the heads of the figures left blank; on folio 75 (Fig. 15) there is the underdrawing for a 
miniature, Clearly the artist did not work through this quire from beginning to end. Nor 
did he work on one bifolio at a time, for the blank spaces on folios 71-72 are on the same 
side of the sheets of parchment as the paintings on folios 77-78. Nor did he go through 
the quire painting all the blues, all the greens, etc., in order to speed things up. And it is 
possible that a different artist was going to paint the heads,’ a situation that would 
further confuse attempts at attribution. 

Anderson has proposed that the artist began work on folio 74 (rather than folio 71) 
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b = blank 
з = preliminary sketch 
м = unfinished miniature 


DIAGRAM 1. State of miniatures in an unfinished quire of Topkapi 5.00.8 


because the exemplar being copied was divided ar this point. ? This question will be taken 
up later, 70 but for rhe present we can note that the working practices found in the Topkapı 
Octateuch may have been dictated by the model, They do not correspond to the “logical” 
patterns that art historians like to impose on collaborative ventures or even on a single 
artist's activities. 77 

The Topkapi manuscript is the one Octateuch that appears to provide explicit evidence 
of its patron and, by extension, of its date. It contains a unique text, bound in as the first 
item in the manuscript.” This is a paraphrase of the Letter of Aristeas, made, as its title 
informs us, by а son, born in the purple, of the Emperor Alexios I, Although the name is 
illegible, Uspenskij proposed Alexios's third son, Isaak Komnenos,” and this identification 
has been accepted. Isaak is a significant figure in twelfth-century art, and to some extent in 
literature. He seems to have been responsible for a thorough restoration of the important 
monastery of the Savior in Chora (Kariye Camii) in Constantinople, and he built and 
endowed the monastery of the Theotokos Kosmosoteira at Pherrai in northern Отеесе, 8! 
The katholikon of this foundation still survives, with the remains of a fresco decoration of 
high quality; it is one of the largest twelfth-century churches in Greece. In the foundation 
typikon of the Kosmosoteira, dated 1152, Isaak mentions books composed by him that are to 
be presented to the monastery.8? The Octateuch appears not to be among them, although 
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Uspenskij proposed, unconvincingly in the context, that the word іотоо(одс (histories) 
in the typikon should be taken to mean "miniatures" and to refer to our manuscript. 

Since the Topkap: Octateuch has a connection with an important member of the 
imperial family, the son and brother of emperors, we need to clarify the situation as far as 
possible.54 Was this very book made for Isaak? Or is the connection to him only at some 
remove? The paraphrase provides the key. It is on two short gatherings, distinct from the 
Letter of Aristeas, which follows it, but it was written on parchment that was prepared 
with the same ruling pattern as the rest of the book (see Appendix ПІ). The script, 
however, is different, for it is noticeably larger and more even than in later folios, and the 
text was written on alternate lines,® A final point is that the paraphrase has spaces left in 
the text for miniatures: for example, on folio 8, at the point where the paraphrase 
recounts the end of the feast at which Ptolemy questioned the seventy-two elders, there is 
а space extending the full width of the text. In the Aristeas itself, at rhe corresponding 
point in the narrative, there is a full-width miniature depicting the feast." Taken to- 
gether, the evidence suggests that these prefatory leaves, although written by a different 
hand, were always intended to form part of this manuscript. 

Uspenskij went so far as to suggest that the paraphrase was written by the hand of 
Isaak9* (and Anderson found the suggestion appealing), but this is going well beyond 
what the evidence allows us to deduce. Uspenskij also made a more telling observation; at 
the end of the paraphrase, Isaak says that he has simplified the Aristeas and presented it 
to the reader on seven leaves. In the Topkapı Octateuch the text occupies seven folios. 
For Uspenskij the implication was that this unique text was specially composed for the 
present manuscript. This seems more likely than Deissmann's alternative solution: that 
it was copied from an exemplar of identical mis-en-page.?! It thus appears that Isaak, in 
commissioning his illuminated Octateuch, decided to provide it with an additional pref- 
ace of his own composition, and that the Topkapı manuscript itself is the result. 

While we must be wary of the self-fulfilling prophecy, it can be said that there are 
elements in Isaak's checkered career that might explain why the Octateuch was never 
completed. He was involved in a number of plots against his elder brother, the Emperor 
John П (1122-43). As a result, he was only in Constantinople from his birth іп 1093 to 
1122, from 1136 to 1139(?), and from 1143 to c. 1152, In this context it is important to 
recall that the Kokkinobaphos Master also worked on books associated with John II, and 
the sebastokratorissa Irene, and surely was based іп Constantinople.” It is unlikely chat 
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Isaak would have been able to call on his services when he was living beyond the 
emperor's reach, The unfinished state of the manuscript might reflect Isaak's flight from 
the city in 1139(?), or perhaps his death in or after 1152. At present it is unclear which 
date should be preferred, bur іг is possible that further work on the career of the 
Kokkinobaphos Master might clarify the situation. 

Unless the Octateuch was taken by Isaak to the Kosmosoreira monastery, it has proba- 
bly remained in Constantinople since the twelfth century. The fact that it is in the library 
of the Topkapı Palace of the Ottoman sultans has been used as an argument for the 
existence of a Byzantine imperial library before the conquest in 1453." Вис the evidence 
for this institution is very slight. It is not clear how it came to Topkapi. 





Vaticanus Graecus 746 


Like Vat.gr. 747, Vat.gr. 746 has been in the Vatican Library since before 1481.95 Whether 
they were together before that date is unknown, but their present proximity is indeed 
fortunate, for it makes possible direct and detailed comparison of the originals. To place 
the two Octateuchs side by side is to sec that Vat. gr. 746 bears little overall resemblance to 
its earlier relative and in many ways is more like the Topkapı Octateuch (cf. Figs 2, 3, and 
4). The manuscript is more than 500 folios long and is now bound in two volumes, each 
39,5 X 31,3 ст.% 

Various losses have occurred over the centuries. All the prefatory material, and а 
single leaf in Leviticus, are supplies provided in the sixteenth century, presumably to fill 
lacunae," (Curiously, the restorers included on folio 13 exactly that part of Genesis 
that still survives, albeit worn, on folio 14.) In replacing the Letter of Aristeas, the 
scribes took as their model а twelfth-century manuscript, now Paris.gr. 128.98 Further 
copies of the Aristeas of that book were made in the sixteenth-century manuscripts 
London, BL Burney 34, and Paris.gr.130.% The scribe of Burney 34 was loannes 
Nathanael, a chaplain to the Greek community in Venice around 1570,19 It seems 
possible that the restoration of Vat.gr.746 was in some way connected to Nathanael's 
activities. Not replaced were two further leaves from Genesis, two from Leviticus, and 
the final quire with the end of Ruth and the epilogues. Presumably, they were lost more 
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recently. As a result, all the prefatory miniatures are missing, and a further five in the 
Octareuch itself; two in Genesis, one in Leviticus, and two in Numbers. Some 355 
miniatures remain. 

The condition of the manuscript varies, but most of the miniatures are quite well 
preserved, Four miniatures in Leviticus were erased (Fig. 25), for reasons that will be 
considered later. ?! А few miniatures were intentionally defaced at a later date (e.g. the 
Golden Calf, fol. 249v). But there is no evidence of any attempt at restoration. 

Unlike Vat.gr. 747 and the Topkapi Octateuch, Vat. gr. 746 was the work of a number of 
scribes. 102 The first of these, who can be termed Scribe 1, was the most important, His 
work extends as far as folio 219v (Fig. 33) and from folio 385r to the end of the book. Two 
assistants supplied the central section, Scribe 2 writing folios 220r—340v (Figs. 33, 35) 
and Scribe 3 writing folios 341r-385v (Fig. 35). Each scribe began work with а new 
gathering, except that when Scribe 1 returned on folio 385r he interrupted Scribe 3, who 
had only got as far as the third line of che catena on this page, which is in the middle of a 
quire. It is very easy to identify the breaks in the work, for the scribes made little or no 
effort to conform to an overall scheme in their script or layout, Indeed, the pages written 
by Scribes 1, 2, and 3 look as though they could come from three different manuscripts 
(Figs. 33, 35), Fortunately, a single series of quire marks, in a twelfth-century hand, runs 
through the entire manuscript, indicating that it was originally bound as а single huge 
volume, like the Topkapı Octateuch. Thus, despite the fact that Scribe 2 took over on а 
new quire near the middle of the manuscript, his first page was always intended to be seen 
facing Scribe 1's last, as is still the case (Fig. 33). 

Scribe 1 wrote forty-six lines to the page. He always wrote the Septuagint at the left 
and the catena at the right whether it was a recto or a verso page (Fig. 30). In layout and 
style of script the work of Scribe 1 is sufficiently close to that of the scribe of the Topkapı 
Octateuch for it to be assumed, 1 believe, that the same hand was at work in both books 
(Figs. 3, 33), 9 Unlike Scribe 1, Scribes 2 and 3 organized the pages and openings in a 
similar way to that found in Vat.gr. 747 and the Smyrna manuscript (cf. Figs. 32-35). 
The Septuagint was placed in the inner part of the page, with the catena on the outer 
three sides. Scribe 2 began by writing the Septuagint in а much larger script, with a 
thicker pen than that used for the catena (Fig. 31), again as in Vat.gr.747 and the Smyrna 
Octateuch, but he failed to keep this system up and the script of text and commentary 
gradually come to be the same síze. Unlike Scribe 1, Scribes 2 and 3 often adjusted the 
texts on the page to end at specific points (e.g., Fig. 4), as was seen in Vat.gr. 747. For 
example, Scribe 2 wrote no catena at all on folio 288v, but on folio 289r he began with the 
same words in both the Septuagint and catena as begin folio 139r in Vat.gr. 747. A similar 
comparison may be made between folio 314v of Vat.gr. 746 and folio 152r of Vat.gr. 747. 
What this implies about the scribes’ models will be considered later. |94 
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Scribe 2 used fifty-seven lines to the page, which is denser than Scribe 1'5 layout but 
does not approach the seventy-four lines of Vat.gr.747 and the Smyrna manuscript. 
Scribe 3 ruled fifty-three lines to the page, and his layout resembles Scribe 2's. But 
when Scribe 1 took over again on folio 385, he ignored not only the layout that 
Scribes 2 and 3 had been following but even the ruling pattern of the last folios of this 
quire, already prepared by Scribe 3. The significance of the division of labor between 
these three scribes, and the differing layouts they adopted, will also be considered 
further, 195 

Like the Smyrna and Topkapi Octateuchs, Vat.gr. 746 was illustrated by more than one 
artist, or so we may deduce from the norable differences between the miniatures, 196 But 
the distribution of those hands is difficult to establish. The Kokkinobaphos Master was 
certainly not one of the participating artists, but the “sub-Kokkinobaphos” style is evi- 
dent. As in the Topkapı manuscript there sometimes seems to be a change of artist at the 
start of a new quire (е,р., folio 201), but on other occasions, miniatures оп the same page 
or bifolio appear to be by different hands (folios 447у-448г, Figs, 53, 164). In some cases, 
one part of a miniature appears much more carefully worked than another (see Fig. 45, 
left and right halves). The principal distinction is between a fine-brush technique, with 
much use of pale colors— notably greens and yellows—and a liking for detail, as against 
wotk with a thicker brush, giving cruder effects and simplified modeling of the drapery. 
The gathering folios 469-76 appear to be in the first manner, as against the second 
manner found in the preceding three quires, The difficulties in attributing the miniatures 
in Vat.gr.746 to various hands suggest that the artists may have been working in the 
complex (and on the face of it disorganized) fashion observed previously in the Topkapi 
Octateuch. 

A remarkable feature of the illustration of Vat, gr. 746, which will be considered in 
detail later, 197 is the astonishing number of miniatures that the artists placed incorrectly 
in the text. The erased miniatures have been mentioned (and see Fig. 27), but there are 
long series that have become disordered or are simply out of step with the narrative. And 
some were omitted entirely, due to carelessness. This suggests a hasty production, with 
little overall control, and the striking differences between the various layouts and scripts 
tend to support this view. 

Given that the same scribe worked on Vat. gr. 746 and the Topkapı Octateuch, it is very 
possible that one or more of the artists who assisted the Kokkinobaphos Master (on the 
Smyrna and Topkapı Octateuchs) also worked on Vat. gr. 746. For the moment, however, 
this cannot be demonstrated, perhaps because of the unusual collaborative work required 
in these books or because of the nature of their model(s). But what is clear is that all three 
manuscripts must have been made in Constantinople around the second quarter of the 
twelfth century. Vat.gr.746 contains no evidence of its original or later ownership and 
cannot be traced before its arrival in the Vatican. 
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Mount Athos, Vatopedi 602 


The Vatopedi Octateuch (formerly cod. 515) was discovered and photographed by the 
Sevastianov expedition to Mount Athos as early as 1859—60, 198 Unfortunately, in recent 
years it has been a particularly difficult book to study in the original.!% It is not known 
how or when it came to the monastery, but there it resides, and it cannot be examined 
without an expedition to Vatopedi. The monks of Vatopedi, who gained a certain notori- 
ety for announcing in [986 that they would burn down the monastery rather than submit 
themselves to reform, !!9 show no concern for the interests of historians, And since they 
consider the Octateuch one of their most prized treasures, it can be a frustrating experi- 
ence trying to gain access to it.!!! It was only on my third expedition to the monastery, 
armed as before with letters of introduction from the Ecumenical Patriarch, that I was 
permitted to study the book.!!? By way of reward, the manuscript is well preserved and 
contains work of great artistic quality. 

The published photographs of the Vatopedi Octateuch are somewhat deceptive in 
suggesting that іс is closely comparable to the other Octateuchs. Whereas this is true if 
the miniatures alone are considered (e.g., Figs. 16—20), the visual effect of opening the 
book and turning its pages is completely different (cf. Figs. 2—5). The manuscript is much 
smaller than any of the other Octateuchs, although it is still a volume of substantial size at 
approximately 34 х 24 cm overall.!!? It is written within broad white margins on a text 
block only about 22 x 15 X 8.5 ст.114 These measurements become important when it is 
noted that the manuscript is illustrated with miniatures of similar dimensions to the other 
Octateuchs. The result is startling: instead of pages of text with miniatures inserted here 
and there, we now on occasion have pages of illustration accompanied by only a few lines 
of text. Folio 169r (Fig. 5), for example, contains two miniatures and just two verses of 
the Septuagint with no catena. The comparable pages of Vat.gr.747 or Vat.gr.746 look 
very different (Figs. 2-4). 
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The folios of the Vatopedi Octateuch were ruled by the scribe with a simple block to 
allow twenty-six lines of text per page. The block was then divided vertically by a central 
column, to give an area for the Septuagint of about 8.5 cm in width, Since the writing is 
of approximately the same size as in the Торкар: Octateuch or Vat.gr.746, the scribe fits 
only about half as much text on each page. The manuscript now begins on folio 3, with 
the start of Leviticus, and requires more than 470 folios for this latter part of the 
Octateuch. It is thus about twice as long as Vat.gr.746, which was itself about twice as 
long as Vat.gr.747, although all three have the same content. 

The Catalogue of Eustratiades and Arcadios terms the manuscript an Old Testament (ў 
Полола, Алоха), 15 as do the monks today. Yet as it contains only Leviticus-Ruth, is it 
equally misleading to refer to it, as all che literature does, as an Octateuch? On folio 17v, 
the scribe marked the end of the second quire of Leviticus as number 2 (f). The last leaf 
of quire | (between folios 9 and 10) is lost, and with it the quire number, but nevertheless 
we can be confident that the scribe always intended that the present manuscript should be 
a separate volume, beginning with Leviticus. Since the text of Genesis-Exodus in these 
Octateuchs requires about the same number of folios as Leviticus-Ruth, the scribe of 
Vatopedi would have created an impossibly bulky volume of some 950 folios (or 1,900 
pages) had he not broken the text at some point. And as a textual division occurs roughly 
at the midpoint, it was a convenient and practical solution to divide the Octateuch into 
two volumes. This was a solution also adopted in Octateuch catena manuscripts without 
miniatures. 116 Furthermore, it is hard to see the logic in producing an illustrated version 
of Leviticus-Ruth alone. By analogy with the other Octateuchs, a lost Volume One, 
containing rhe prefatory texts, Genesis and Exodus, can be confidently proposed for the 
Vatopedi manuscript. In all likelihood, we only have the surviving second volume of the 
once-complete Vatopedi Octateuch. 

Previous writers have assumed that the Vatopedi manuscript is Volume Two of an 
Octateuch, 17 but insofar as there has been any discussion of the point, it has been based 
on Uspenskij's analysis, 08. which in a number of respects is faulty. It may be worth 
recording his errors here as a demonstration of the need for accurate codicological observa- 
tions and the risk of accepting other people's findings without examining the original 
manuscript. Uspenskij first failed to notice that the text of Leviticus began on folio 3, 
not, as he thought, on folio 1 (folios 1 and 2 form a bifolio, left blank). Then finding the 
quire number 2 on folio 17v, he believed it to be located after 1+8+8 folios (instead of 
[8-1]--8 folios). The first folio of Leviticus, a single leaf, became for him the last leaf of 
the last quire of Exodus, and the quire marks, he deduced, could not be original. All this 
is wrong. As it happens, if Uspenskij had examined the manuscript more carefully, he 
would have discovered that there was no need to twist the evidence to make it fit his 
theory. 
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In addition to losing its first volume, the Vatopedi Octateuch has also lost five 
leaves, 1 and one and a half pages were left blank in Numbers (Fig. 22), for reasons to be 
considered below. 120 By comparison with the other Octateuchs, we can deduce that five 
miniatures are absent as a result of these lacunae: two in Numbers, one in Deuteronomy, 
and two in Judges. Acts of vandalism have led to the loss of decorative headpieces to all 
the books except Leviticus, 121 and two figures were cut out of miniatures in a similar 
fashion, 122 These losses had already occurred by 1891. 123 The surviving miniatures total 
160.124 

Two scribes were at work in the Vatopedi Octateuch (Figs. 29, 31). The second, Scribe 
B, made a relatively modest contribution, writing seven quaternions and a binion, folios 
273—332у. Scribe A wrote the remainder of the book. He was a conscientious and expert 
calligrapher, and his work bears some comparison with Vat.gr.747 (cf. Figs. 31 and 32). 
He used a finer pen for the catena and attempted to arrange the pages symmetrically, On 
occasions he placed the catena on the inner (rather than the outer) margins of an 
opening, providing a sort of reversed symmetry (for example, folios 239у-240г and 240v— 
241r). His writing is even and regular, and he shows no signs of the hasty workmanship 
that appears to characterize the Topkapi Octateuch and Vat. gr. 746. Scribe B is a less able 
imitator of Scribe A's work (Figs. 29, 31). In the layout of his pages, he mostly follows the 
nonsymmetrical scheme seen in the Topkapı Octateuch and Vat.gr.746 (Scribe 1), with 
the Septuagint always at the left and the catena above, below, and to (ће right. Scribe A's 
hand is of typical Palaeologan type, consciously archaizing, and taking as its model the 
Perlschrift of manuscripts like Vat. gr. 747. 75 

The miniatures of the Vatopedi appear to be the work of a single artist. His high level 
of skill and ability are apparent throughout the cycle, and there is no sign either of 
diminishing interest, as appears to have been the case in Vat.gr.747, or of the confusion 
evident in Topkapi or Vac.gr.746. The palette is rich, the tones bright, the pigments 
smooth. Modeling is subtle and refined. Gold is frequently used for titles within the 
miniatures and details of dress and so on. Parallels for this style, as for that of the script, 126 
may be found in the best works of the last decades of the thirteenth century, made, in all 
probability, in Constantinople. 

More precise attribution is problematic because of the character of early Palacologan 
art. Perhaps їп а desire to blot out the memory of the Latin occupation of Constantinople 
(1204-61), late thirteenth-century artists derived much of their inspiration, both in style 
and iconography, from books of the tenth century, including such famous works as the 
Paris Psalter and the Stavronikita Gospels.!27 This means that their style tends to be a 


119. Details in Appendix |. 164, but he includes four miniatures from Smyrna 
120, See pages 38-39, A.1 (his figs. 22-23, 59, 61). 
121. See Brockhaus, 1891, 213. 125, See first Prato, 1979. 
122. Huber, 1973, figs. 8 (Aaron), 35 (Вајат — 126. Prato, 1979, 173: “fine del see, ХШ." 

ass). 127. Зее first Buchthal and Belting, 1978, 17- 
123, See note 121. 34; also Nelson, 1984. 


124. The numbering in Huber, 1973, runs to 
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curious, and sometimes unstable, amalgam. Exactly the same is true of the script, which 
also looked back to late tenth- or early eleventh-century models.!28 General comparisons 
can therefore be made between the Vatopedi and, for example, the Psalter Vat, Palat. 
gr.381U9 or the manuscripts of the Palaiologina Group. 99 But the nature of the illustra- 
tion in these books is so different that it is perhaps not surprising to find that comparisons 
of detail are hard to expand into broader similarities. For reasons to be discussed later, 1 
the style of the Vatopedi presents a complex situation. 

At a later date, probably in the fourteenth ог fifteenth century, a prayer to Christ was 
written on folio 469r by a certain Abraham Asan Palaiologos Chotzeusas(?).!? After a 
space of about two lines there follows а mention of Abraham's brother, leroslabos 
(Jaroslav), the son of Michael. This is followed by a date, of which "August 21, indiction 
2” (ићу. abyovotos xa’ іуб. В) can still be read. There are several further notes by at 
least two other hands, but everything on this page is worn, partially erased, and only 
decipherable with difficulty, if at all. This did not prevent Uspenskij from reconstructing 
the date in a way that cannot be accepted. 3 He expanded the standard contraction for 
ivdintidvog (ће, ^V ), to read ђивоа, thus changing "indiction 2" to "day 2" 
(Monday). And in the line above he read an annus mundi 6800 (A.D. 1291/92), which 
he then further modified in a note to give а date in the mid-fourteenth century, To 
confuse matters further, Huber rhen misunderstood Uspenskij and produced a date with 
an annus mundi ending . .21, which he interpreted as A.D. 1313.14 In fact, examination 
of the original suggests that the marks which Uspenskij turned into a date аррсаг to have 
been written by a later hand and are of no help. 

The Abraham, Jaroslav, and Michael mentioned in the prayer are otherwise unre- 
corded. Yet their presence in this book may well be significant, for the surnames Asan 
Palaiologos suggest that they are in some way descended (or at least claim descent) from 
the marriage in 1279/80 of the Bulgarian Tsar Ivan Ш Asan to Irene Palaiologina, 
daughter of the Byzantine Emperor, Michael VIII (1261—82). Uspenskij went beyond the 
evidence in seeking to identify the Michael of our inscription with Michael Asan 
Palaiologos, the son of Ivan and Irene, 5 and his proposal has been firmly rejected in a 
prosopographical study by Trapp. Nevertheless, as the Vatopedi Octateuch is certainly 
а lavish and important production, it remains a real possibility that it was originally made 
for an important member of the imperial family and reached the otherwise unknown 
Abraham by lineal descent, probably several generations later, Such situations are not 
unknown: we can cite the well-known luxury Gospel Book, Vat. gr. 1158, which was made 
for a female member of the Palaiologos family in late thirteenth-century Constantino- 
ple. 9? This book found its way to the Vatican, shortly before 1487, via the Queen of 





128, Prato, 1979, 172-73, on the Vatopedi. He 133. Ibid., 14-16, 
compares the script with a late tenth-century book, 134. Huber, 1973, 183. 


Mount Athos, Lavra 446 (pl. 11a-b). 135. Uspenskij, 1908, 15. 
129. Belting, 1972. 136. Erich Trapp, “Beiträge zur Genealogie der 
130, Buchthal and Belting, 1978. Asanen ih Byzanz," JÓB, xxv, 1976, 166. 
131. See pages 46-53. 137, Buchthal and Belting, 1978, 6, 116-17, 


132. Uspenskij, 1908, pl. 1. pls. 12-20. 
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Cyprus, Carlotta, who was a Palaiologina on her mother's side. It must have been 
passed down in her family from one generation to the next for almost two centuries. If this 
is a genuine parallel, it implies chat the Vatopedi Octateuch, like the Topkapt manu- 
script, has connections with the imperial family, albeit ones that will no longer yield up 
their secrets. 


Already for Delaissé, writing in 1950, the art historian also had to be a codicologist and to 
take an interest in every aspect of a book's appearance and history. Today it hardly 
seems necessary to justify this procedure. Producers and consumers of manuscripts were 
perfectly aware that images were integrated, to a varying degree, with every aspect of the 
book. On occasion, the same craftsmen may have carried out several of the tasks. 140 Our 
approach has to do justice to this historical situation, The next step therefore will be to 
try to understand more precisely the processes by which these illustrated manuscripts 
came into exístence. 


138. Ibid. 140. Compare the epigraph to this chapter. 
139. As in the epigraph to this chapter. 
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3 RELATIONSHIPS: 
А Philological Approach 


7лүтеїтє, xal єйойоєте 
—Matthew 7:7 


The relationship of the manuscripts may be made clear by one or more glaring 
faults. 
—L. D. Reynolds, №. G. Wilson! 


When treating the Octateuchs individually, it is difficult to avoid making 

comparisons between them: Vat.gr.747 and the Smyrna Octateuch are 

laid out in the same way and are approximately the same length; the 

Topkapı Octateuch and Vat.gr. 746 are laid out differently and are approxi- 

int mately twice as long; the Vatopedi Octateuch is about twice as long 

again, but the pages are only about half as big. The same artist, the Kokkinobaphos 

Master, appears to have worked in the Smyrna and Topkapt Octateuchs, the same scribe 

in the Topkapı and Vat.gr.746. The same text often begins or ends adjacent to similar 

miniatures in all the manuscripts. The question of precisely how the Oerateuchs are 

related to one another is therefore one that the material itself constantly raises. But since 

none of the manuscripts provides an explicit answer, for example, in а scribal colophon 
giving details of the book's creation,? we shall have to work toward a solution. 


1. Reynolds and Wilson, 1974, 191. Colophons of Armenian Manuscripts, 1301-1480, 
2, Such colophons are а standard element of Cambridge, Mass., 1969; Sirarpie Der Nersessian in 
Armenian manuscripts; see first Avedis К, Sanjian, Revue des Etudes Arméniennes, n.s. ХХ, 1986-87, 
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Those who have published on the Octateuchs have usually offered an opinion on the 
relationship between the surviving books based on their study of the miniatures.? In 
focusing for the most part on the relative value of the various manuscripts as reflections of 
one or more “lost models,” or of the Joshua Roll, attention has tended to be focused on 
which is the "best" version. For some this was Vat.gr.747,4 for others the Vatopedi.? Since 
the conclusions of these studies are contradictory, the question needs to be reopened, 
First, however, it will be prudent to consider how best to seek to establish the relation- 
ship, Will it һе enough, as previous studies have done, merely to consider the miniatures? 

The unfinished Topkapı Ocrateuch provides the clearest evidence of how one of these 
manuscripts was made (Figs. 14, 15).6 The scribe worked first, ruling the pages, then 
laying out the text. He left spaces as he wrote, in which he expected the artist to paint 
miniarures. One or more artists then supplied the illustrations. 

Consider now how all five Octateuchs illustrate the same text, the account in Joshua 
17:3-6 of how the five daughters of Zelophedad were given an inheritance of land (Figs. 
16-20), a scene found nowhere else in Western art. All five manuscripts have long 
rectangular miniatures of similar size and shape: 


Vat.gr. 747: 5х 17.2cm 

Smyrna: (measurements unknown, c. 5 X 21 cm) 
Topkapı 8: 5 x 20.2 cm 

Vat.gr. 746: 6.5 X 17.5 ст 

Vatopedi 602: 7 X 16.5 cm 


As can be seen, in every case the scribe has arranged the text in the same way, so that 
Joshua 17:6 (хатолећецшеуонс) ends above the miniature. The iconography of all five is 
similar too. The aged priest Eleazar (Jos 17:4) stands beside the military figure of the 
nimbed Joshua. He turns back го look at the five women who stand in a group at the right, 
the central one in an attitude of grief. The first, by her gesture, seems to implore the priest's 
assistance, and he, with a similar gesture, passes on the request to Joshua. At the left are 
two surveyors in turbans, holding a measuring chain between them to appportion the land. 
The figure at the left also holds a rod, while his companion looks back awkwardly over his 
shoulder toward Joshua. The versions are not completely identical, but one striking differ- 
ence is that in Var.gr. 747 (Fig. 16) the women have been given beards and appear to be 
men. In this case, examination of the original shows the heads to be the work of the 
Palaeologan restorer, and thus not necessarily a reflection of the original artist's intentions. 


543—55 (review of A, 5. Mat'evosyan, Colophons of 3. Weitzmann, 1948, 30-38, includes а sum- 
Armenian Manuscripts, Thirteenth Century (in Arme- mary of earlier opinions. For more recent views, see 
nian), Erevan, 1983. A wonderfully rich source for the articles in Chapter 1, note 35, 

the West is provided by Colophons de manuscrits 4. For example, Weitzmann, 1948. 

occidentaux des origines au XVIe siècle, Bénédictins 5, For example, Strzygowski, 1899, 122-23. 
du Bouveret, Fribourg, 1965-82. There is no 6. Dufrenne, 1975. 

comparable work on Greek material. 
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For the scribes of all these manuscripts to have been able to leave a space of the same 
size and shape, and for all the artists to be able to reproduce the same iconography to this 
unique scene, only one explanation is likely; an illuminated Octateuch like those that 
survive must have provided the model for both scribe and artist, After the scribe had 
copied the text, leaving appropriate spaces for the miniatures, the artist would take the 
exemplar and reproduce its illustrations. If one man was both scribe and artist, the process 
remained the same. This pattern, it can be assumed, was only altered if for some reason 
the model lacked miniatures (perhaps because it was damaged or unfinished), or it was 
decided to add or suppress images, or scribe and artist were creating the first example of 
such a manuscript, In these cases the artist would have been devising, rather than 
reproducing, the illustration. 

One might think that the process of replicating the miniatures of one Octateuch in 
another would permit the establishment of the relationship between the books on purely 
visual grounds," Weitzmann has indeed proposed a method, which he terms “picture 
criticism,” for exactly this purpose. But picture criticism is based оп a number of assump- 
tions about the working practices and intentions of medieval artists: that they tended, for 
example, to make errors like scribes that would gradually render their illustrations less 
close to the model.” And the theory was based, in part at least, on the hypotheses about 
scribal practice proposed by Westcott and Hort in 1881, ? Work in textual criticism over 
the last century has tended to modify theories abour the intentions and activities of 
sctibes. In particular, it has been necessary to acknowledge that they might, and often 
did, work intelligently from several exemplars, copying now from one, now from another, 
to produce what they judged to be the best text. In such cases it becomes virtually 
impossible to trace a manuscript’s ancestry with certainty, and this has led to a loss of 
enthusiasm for the reconstruction of the lost originals of texts. ЈЕ would therefore be 
unwise to approach the illustrations in a manuscript with a simplistic or outdated view of 
scribal activity. Furthermore, the underlying assumption that artists, like scribes, were 
under an obligation to reproduce the content of their model is debatable, !! Sometimes 
artists may have worked like this, sometimes not. How can we tell? In considering the 
relationship hetween the Octateuchs, therefore, it will also be prudent to set aside any 


7. Compare Weitzmann's remark quoted above, the model and make changes which often 
page 1, conflict with the original meaning of the 
8. Weitamann, 1947/70, 182-92. text, The notion that а miniature more 
9, Weirzmann, 1948, 7-8: faithful to the text is also closer to the 
A miniaturist who creates an archetype archetype is not а mere a priori assumption; 
tends naturally to be as faithful as possible to scholars whe have studied the problem of 
the letter as well as to the meaning of the picture descent in miniature cycles have 
text. Bur later copyists either repeat the brought forward ample evidence in favour of 
miniatures of their model without checking this basic concept. 
in each case their iconographic accuracy 10. Weitzmann, 1947/70, 182 п. 1. 
with the text, so that errors are permitted to 11. Compare the remarks of Weitzmann, note 9 


creep in, or they deviate consciously from above, 
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preconceptions about the intentions of artists. If their task was to reproduce another 
illustrated Octateuch, it remains to be established how they set about it. 

It makes sense to investigate the process of making one of these manuscripts in the 
order in which things happened, that is, looking first at the contribution of the scribe. 
This might be termed the microchronological approach. It will not be enough merely to 
adopt the conclusions of philologists who have studied, the text (valuable as their work 
is), for, as it happens, their work is insufficiently detailed for our purposes. ? Only for the 
textual history of the Letter of Aristeas is the relationship between the illustrated Octa- 
teuchs crucial, and this work survives in its original state in only two of the five manu- 
scripts: Vat.gr.747 and the Topkapı. Therefore, we should consider, as would a 
codicologist, every aspect of the book over which the scribe had control: ruling patterns, 
gatherings, and layout, as well as the text. 

Which manuscript should we examine first? Considerations of relative chronology 
might seem to suggest that we start by looking at the oldest manuscript, But the surviving 
evidence suggests that the opposite approach will be more fruitful: to look first at the 
youngest, the Vatopedi Octateuch, There are four books older than the Vatopedi, any (or 
even all) of which could conceivably have served as its model. Previous studies, it is true, 
have all concluded on the basis of the miniatures alone that the Vatopedi is based on a 
lost manuscript, perhaps of the eleventh century. But were they correct? 


The most conspicuous clue that the scribe of the Vatopedi Octateuch left concerning the 
model from which he was copying is found on folios 143у-144у (Fig. 22).!% He stopped at 
folio 143v, the first leaf of quire 19, after writing only six lines of Septuagint and twenty 
lines of marginal catena. The remainder of the page he left blank. He wrote nothing on 
the recto of folio 144, and a stub between folios 143 and 144 shows that an additional 
leaf, which we must assume was also blank, has been cut out. On folio 144v he began 
work in the normal manner (Fig, 24), but between folios 143v and 144v he omitted 
twenty-eight verses of the Septuagint (Nb 14:36-15:20) and an accompanying section of 
catena. The evidence of the blank pages that were left by the scribe implies that he was 
aware of a defect in his model at this point, and that he left a corresponding space in his 
copy, perhaps hoping to be able to supply the missing text by referring to another 
manuscript. 

To discover the manuscript that was copied by the scribe of the Vatopedi Octateuch, 


12. In a study such as Wevers's great work on the 
text tradition of the Greek manuscripts of Genesis, 
etc. (1974-86), our illustrated Octateuchs are of 
relatively minor significance, although their evi- 
dence is scrupulously recorded. Ме places the 
manuscripts together in group “er,” a subgroup of 
catena manuscripts (Wevers, 1974, 89-90). Petit, 
on the catena itself, builds on the evidence of 
Wevers and Pelletier. For her, the catena (type III) 
represents an intentionally adapred and abbreviated 


redaction. Errors іп Vat.gr. 747 are relatively rare 
but are much more frequent іп Vat.gr. 746, where 
they reveal a negligent copyist (Petit, 1986, xxvi 
сх, esp. сіх-сх). 

13. Pelletier, 1962, 8-22: Vat.gr.747 and 
Topkapı gr.8 are both representatives of the best and 
most coherent tradition (esp. 21). 

14. For example, Weitzmann, 1948, 38. 

15. This evidence was first published in Lowden, 
1982. 
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we must find an illuminated Octateuch that lacks the texts in question. As it happens, all 
the surviving manuscripts contain these passages, but nonetheless an examination of the 
originals is revealing. In the twelfth-century Vat.gr. 746, the relevant texts are found on 
the recto and verso of folio 337, a single leaf of parchment added probably in the 
sixteenth century. 16 This is a replacement for the original folio 337, of which only the 
stub remains. Folio 336v of Vat.gr.746 (Fig. 21) ends with the words that were the last to 
be copied on folio 143v of the Vatopedi (Fig. 22), and folio 338r begins with the words 
that also begin folio 144v in the later manuscript (Figs. 23, 24). The Vatopedi Octateuch 
thus appears to be a copy of Vat.gr. 746. 

It will be crucial to the extension of the argument to establish beyond reasonable doubt 
that the Vatopedi Octateuch is indeed a direct copy of Vat.gr.746 and not of some 
hypothetical intermediary or lost twin (the Doppelgänger theory). For that reason, it is 
appropriate at this point to provide a second demonstration of their relationship. On this 
occasion the evidence is well hidden, and even the scribe of the Vatopedi manuscript 
appears to have been unaware of what was going on. The demonstration will therefore 
require a slightly longer exposition. 

Between folios 15r and 20v, the scribe of the Vatopedi jumbled the text of Leviticus 6— 
9 and its accompanying catena. "Не omitted nothing but jumped backward and forward 
three times in the middle of verses, producing a meaningless or at best a confused text. 
For example, in the middle of the top line of folio 15r (Fig. 27), the text jumps forward 
from Leviticus 6:20 to 8:2. Five lines from the bottom of folio 20v (Fig. 26), the text 
reaches Leviticus 8:2 and then jumps forward again to Leviticus 9:6. On folio 18r it jumps 
backward from Leviticus 9:6 to 6:20, The situation is set out as follows: 


folio 15r лас 6 åntópevos (Lv 6:204) to хамобу тфу аеро (Lv 8:25) 
folio 18r тобто то Өйшо (Lv 9:6a) to TOY ховфу афтйс (Lv 6:20b) 
folio 20v хою?с xai то (Lv 8:2a) to 6 віле Kópioc (Lv 9:6b) 


No hint of this disorder is visible in the writing, and it seems to have been unnoticed by 
the scribe. To look for an explanation, we can turn to Vat, gr. 746. In the twelfth-century 
manuscript, the texts in the left-hand column of the diagram above end verso pages and 
those in the right column begin rectos, but there is no disorder. For example, at the 
bottom of folio 271v of Vat.gr. 746 (Fig. 25) can be seen the text that is interrupted on 
folio 20v of the Vatopedi (Fig. 26), while the text at the top of folio 272r (Fig. 25) is the 
one to which the Vatopedi scribe jumps on his folio 15r (Fig. 27). In Vat.gr. 746; 


folio 269v ends with Lv 6:20a; folio 270r begins with Lv 6:20b 
folio 271v ends with Lv 8:2a; folio 272r begins with Lv 8:2b 
folio 273v ends with Lv 9:6a; folio 274r begins with Lv 9:6b 
16. See page 26. 
17. First discussed in Lowden, 1982, 117-18 and 
figs. 5-8. 
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To achieve the jumbled text of the Vatopedi, these pages must have been copied in the 
following order: 269, 272, 273, 270, 271, 274. To understand how this could have 
happened, we must consider the physical structure of Маг. рт. 746. Folios 269-74 form the 
three inner bifolios of its quire 35, as shown in Diagram 2. But when the Vatopedi was 
made, the two central bifolios of quire 35 must have been folded the wrong way and 
misbound, as shown in Diagram 3. A few faint traces of this misbinding are still preserved 
in Vat.gr. 746, where offsets of color on folio 274r were left by the miniature on folio 271v. 
The Doppelgänger theory therefore need not be introduced: the scribe of the Vatopedi 
must have been copying Vat. gr. 746. 

Taken together, these cases demonstrate why a knowledge of the quire structure and а 
careful examination of the original manuscripts are important. Study of the miniatures 
alone could never have revealed the true relationship between these books. Textual and 
codicological information has been of crucial assistance. The direct dependence of the 
Vatopedi Octateuch on Vat.gr. 746 is no mere working hypothesis but a solid foundation 
on which to build. 

At this point we could turn to the other Octateuchs in search of similar information 
that might help to establish their relationships to one another. Indeed, a philologist 
might now happily abandon the Vatopedi since it has proved to be a mere copy. But the 
principal importance of these manuscripts is their illustration, not their text, so a less 
hasty approach is called for. Once it is known that the Vatopedi is a copy of Vat.gr. 746, 
we can examine with precision how scribes worked in the particular case of producing an 
illustrated Octateuch. This will provide further evidence for use in a consideration of the 
whole group. The approach to be followed continues to mix philological and codico- 
logical methods. 

An interesting feature of the Vatopedi is the way that work was divided between the 
two scribes. !8 Scribe B worked on seven quaternions and a binion, folios 273r-332v. 
When the manuscript is opened at these folios (Figs. 29, 31), we can see at once that 
special provisions were made at the beginning and end of this section, On folio 272v (Fig. 
29) the text is squeezed up, especially in the Septuagint in the upper part of the page, 
whereas on folio 332v (Fig. 31) the last words of the catena are noticeably spread out. 
Why did this happen? On turning to Vat.gr. 746 (Figs. 30, 32), we find that the texts 
which end those pages in the Vatopedi are exactly the texts that also end pages in the 
twelfth-century model (folios 404v, 436v). What is more, those pages in Vat.gr. 746 also 
happen to be the last pages of quires, What appears to have happened is that Scribe А of 
the Vatopedi made special provision for his assistant to copy on folios 273г-332у the text 
in precisely four quires of Vat. gr. 746 (folios 405r—436v). 

The first explanation to come to mind for this situation is that the four quires in 
question had worked loose from the binding of Vat.gr.746, and that Scribe A of the 
Vatopedi was able to give them to an assistant and say, "Copy these!" The two copyists 
would then have been able ro work simultancously, shortening the time required for 
transcription. On examining Vat.gr. 746, however, it is difficult to find any evidence to 


18. First discussed in Lowden, 1982, 118-19. 
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268 269 270 271 272 273 274 275 


DIAGRAM 2, Vat.gr.746, quire 35: present state 
272 23 270 т 


268 269 274 275 


Dıacram 3. Vat.gr. 746, quire 35: previous misbound state 


support this hypothesis. It is true that the miniature on folio 405r is abraded (Fig. 28), 
and this might be the result of extra wear if the binding here had been loose or broken, 
but other miniatures scattered throughout the book show equivalent wear, so the evi- 
dence is ambiguous. Is there any other reason why work on exactly four quires of the 
exemplar should have been subcontracted if they were not separated from the parent 
manuscript? The question can be approached from the copyist's point of view. 

If che binding of a copyist's exemplar is sound, the work of transcription can proceed 
only one page or one opening of the model at a time. In this case, if two or more scribes 
are found to have contributed gatherings to a book, they must have worked consecutively, 
not concurrently. А practical difficulty faced by the person organizing such collaboration 
would be to ensure that work was divided in such a way that copyists neither omitted nor 
duplicated any text in the model. This scarcely seems a problem to us, for we tend to take 
systems of pagination or foliation for granted. We might say "Start on page 38" ot "Copy 
only pages 74-111." But these Octateuchs, like most Byzantine manuscripts, had no 
convenient numbering system of this sort, which was independent of the content of the 
text, easy to find, and foolproof.!? For scribes to find a particular page, text, or word 
would be time-consuming, and in a long manuscript, full of repetitive formulae, could be 
taxing, Anyone who has worked with unfoliated manuscripts will be familiar with some of 


19. On the early history of pagination/foliation, 
see Eric G. Turner, The Typology of the Early Codex, 
Philadelphia, 1977, 75-79. 
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the problems. Yet there was one numeration that could serve the purpose: that of the 
quires. Quire numbering was employed by scribes and binders to ensure that the gather- 
ings were assembled in the correct order.?? A binder could use the system without needing 
to read a single word, and indeed the procedure is so effective that it survived the change 
from the manuscript to the printed book and is still universally employed in book produc- 
tion today. 

In the case of the Vatopedi Octareuch, therefore, Scribe A could have instructed 
Scribe B to copy quires 53-57 of the model while, for some reason, he himself was 
occupied on another task. He even went so far as го write the first four lines of Scribe B's 
section, perhaps to make assurance doubly sure, or maybe to provide a model. And I 
presume it was one of the scribes of the Vatopedi who wrote at the top of folio 405r of 
Vat.gr. 746 (Fig. 28), the first page of quire 53, ёүобфту “1 wrote [this]." 

If this hypothesis is correct, it follows that the texts transcribed in specific gatherings of 
а copy may reflect the arrangement in the gatherings of the model, even if the binding of 
that book was sound. 

It is time now to turn to the other Octateuchs and pursue the investigation. None of 
the four manuscripts provides evidence quite as striking as the blank pages in the 
Vatopedi. Yet the division of labor among the three scribes who collaborated on 
Vat.gr. 746 has, at first glance, many similarities to the situation discussed above. Scribe 1 
of Vat.gr. 746 wrote as far as folio 219v (Fig, 33), the last page of a quire. On this page and 
the preceding recto he spread the text out in an unusually large script; and he left the last 
few lines of folio 219v blank. Scribe 2 took over on the facing page, folio 220r (Fig. 33), 
and wrote fifteen quaternions, ending with an abbreviated gathering of three leaves and 
leaving his last page, folio 340v, mostly blank (Fig. 35). The result bears a strong 
resemblance to folio 143v of the Vatopedi (cf. Fig. 22), where the scribe was forced to 
break off because of a lacuna in his model. But in Vat.gr. 746, when Scribe 3 began in the 
usual way on folio 341r (Fig. 35), no text in either the Septuagint or the catena had been 
omitted. Scribe 3’s work was interrupted in the middle of a page, midway through a quire 
by Scribe 1 (folio 385r), who then completed the manuscript. Scribes 2 and 3 must 
therefore have begun work at prearranged points in the text. 

Comparison with the situation in the Vatopedi Octateuch leads to two further deduc- 
tions: the texts at the end of folios 219v and 340v in Маг.рг. 746 probably ended pages in 
the exemplar of that manuscript; and those pages may very well also have been the last 
pages of quires in the model. 

Again, knowledge of the page layout and quire structure of the Octateuchs is crucial to 
the pursuit of this line of investigation. Fortunately, with the exception of the Smyrna 
manuscript, the evidence can be easily checked. The texts in question are of no signifi- 
cance in the page layout of the Topkapı Octateuch, but the eleventh-century manuscript 
Vat. gr. 747 provides startling evidence. The precise words in the Septuagint and catena 











20. Ibid., 77-78, on the early history of quire 
numbering, 
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that end folios 219v and 340v in Vat. gr. 746 also end pages in Vat.gr. 747 (folios 100v and 
167v; Figs. 30-33). Furthermore, those two pages also end quires in Vac.gr. 747. 

Scribe 2 of the twelfth-century Octateuch Vat.gr. 746 copied in his contribution of 
fifteen quaternions and three leaves exactly the biblical text and commentary to be found 
in nine quires of the eleventh-century Vat.gr. 747. By analogy with the situation that was 
observed in the Vatopedi, where its scribe B copied four quires of Vat.gr. 746, the initial 
implication of this codicological observation is that Var.gr.747 must have provided the 
model for Vat.gr. 746. Unfortunately, we have no further major textual evidence, such as 
a significant lacuna or disorder, that can be used to confirm this relationship.?! The only 
alternative is to suppose that Vat.gr.746's model was virtually identical to Vat.gr.747, 
ending its quires with exactly the same texts at the points discussed above. This seems like 
а far-fetched hypothesis. But before jumping to conclusions, we must go beyond the 
contributions of the scribes and consider the evidence of the miniatures. What lighr can 
they shed on the relationships suggested thus far by text and codicology? 


We have found the sort of glaring fault that clarifies manuscript relationships by the 
simplest of all approaches: searching for it. But this discovery will be of art-historical 
value only to the extent that we can make it contribute to our study of the illustrations in 
the books. It is not the culmination of our researches, but only the first major step toward 
а better understanding of the Octateuchs. 


21. But see also the discussion on pages 74-75 22. Sce the epigraphs to this chapter. 
and Figs. 108-9. 
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Per spiritum timoris Domini te nihil ex te posse consideras 
Theophilus! 


Ritrar senpre le miglior chose, che trovar puoi per mano fatte di gran maestri. 
—Cennini? 


То consider the illustrated Octateuchs only from the point of view of the 

contribution of their scribes would be as restrictive as to look only at their 

miniatures. Any absolute division between the activities of scribe and 

artist in these books is undoubtedly a false one. I have done so here both 

al because of the way the manuscripts have been studied previously and to 

emphasize implicit and explicit issues of approach. But turning to consider the illustra- 

tions, it would be pointless to begin again from zero, as though nothing were known about 

the relationship between the Octateuchs. The opposite approach promises to be more 
fruitful: to build on what has already been established. 

The copying scribes of the Vatopedi Octateuch reproduced the content of Vat, gr. 746 

but altered its appearance beyond recognition by the use of a different script and a 


1: "Through the spirit of the fear of the Lord, 2, "Copy constantly the best things that you 
you bear in mind that you can do nothing of can find by the hands of the great Masters.” 
yourself," Theophilus, De Diuersis Artibus, ed. and Cennino d'Andrea Cennini, I Libro dell'Arte, ed. 
trans. C, R. Dodwell, London, 1961, 63. Daniel V. Thompson, Jr, New Haven, 1932, 15. 
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changed layout, Yet analysis of the scribal contribution was still relatively uncomplicated 
because of the scribe's overriding obligation to transmit the text of rhe model. How did an 
artist approach his task? Did he see himself as a transmitter, like а scribe? At what level 
did he distinguish between the form and content, the style and iconography, of what he 
was working on? Sometimes the same person may have been both scribe and artist: How 
did this affect his approach? Did he undertake both tasks in the same spirit? Would he 
work in a different way from an artist who was not also a scribe? What would an artist of 
the Middle Ages have made of the modern notion of "copying"? 

There are many such questions that can be put to the material, and it is relatively easy, 
perhaps all too easy, to approach our manuscripts with a number of a priori assumptions 
that purport to provide answers. It is also tempting to select or manipulate the evidence so 
as to make it fit those assumptions. Аз far as possible, I will follow a different approach 
here. It is now established that the Vatopedi manuscript is a direct copy of Vat. gr. 746. In 
order to gain a better understanding of how a copying artist approached his task, we shall 
begin by comparing these two books. This analysis will provide the grounds for a number 
of working hypotheses that can then be tested against the other manuscripts. 

The first task is to establish how close the relationship is between the miniatures of the 
Vatopedi and Vat.gr.746. For the present, consider a single example (Figs. 43, 44): the 
miniature from Deuteronomy in which Moses instructs the Israelites (Dt 29:1—12). Verse 
12 ends above the miniature in both cases. The squarish proportions of the scene are 
similar, but the Vatopedi version is slightly larger (Vat. gr. 746: 9 х 9,9 cm; Vatopedi; 10,2 
х 10.8 cm). The positions and gestures of the figures are virtually identical, The colors 
used are the same, except that the central figure in the group at the right wears a green 
top over a yellow tunic in Vat.gr.746 and purple over yellow in the Vatopedi. The only 
conspicuous difference between the two is that the later work is evidently the product of 
an artist of superior skill. The modeling of both flesh and drapery is more carefully and 
convincingly handled, The overall effect is significantly richer. 

Ic is not surprising to discover a close relationship between the miniatures of a model 
and its copy when recalling the particular circumstances of the production of one of these 
Octateuchs. The artist received the gatherings with hundreds of spaces of varying size and 
shape left in the text. There was no internal encouragement to add to or subtract from the 
number of miniatures he was copying from the model. This would have meant either 
painting extra scenes in areas of the page that happened to have some blank space, or (if 
scenes were omitted) leaving blank those spaces that were intended to receive illustra- 
tions. It was easier to reproduce the model in а rather mechanical way, and certainly іс 
would have been much quicker than inventing new narrative compositions, dependent 
on the adjacent text. The very fact that an illustrated Octateuch had been taken as a 
model suggests that the commission specified the reproduction of both the text and 
miniature cycle. If, for some reason, it had been decided to make the Vatopedi ап 
Octateuch with illustrations unlike those in Vat.gr.746, it would have been logical to copy 
the text from a different exemplar. 

According to this scheme, if the model was lacking a miniature, perhaps due to 
accidental damage, the situation would be reflected in some way in the copy. This can be 
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seen to have happened in a rather banal way with the damaged folio 337 of Vat.gr.746, 
which was represented by blank pages in the Vatopedi (Figs. 21-24). It was not only the 
scribe who was affected by the loss or damage to a leaf of his model. Comparison with the 
other Octateuchs (for example, Fig. 118) shows that the missing text should have been 
illustrated by two miniatures. A careful examination of Vat.gr.746 reveals that there are 
still traces of those miniatures in the form of offsets of color on the facing pages, folios 
336v and 338r. The first was on the bottom of folio 337г and measured about 8.5 x 21.5 
cm, while the second was at the top of the verso, divided horizontally into two registers 
(cf. Fig. 118), and measured about 13.5 х 13 cm.4 The artist of the Vatopedi was по 
inore able to copy the miniatures of the lost or damaged folio 337 than the scribe was able 
to copy the text, so the illustrative cycle lacks these scenes in both manuscripts, 

Thus far, the artist of the Vatopedi has borne out the commonly held assumption that 
the medieval illuminator was primarily a careful copyist, but hardly more. It is therefore of 
particular importance to look carefully at those miniatures in which, for whatever reason, 
the model provided by Vat.gr.746 was not followed. It must be emphasized that within 
the compass of the entire cycle these scenes are undoubtedly the exceptions. But they 
provide an insight into a different area of artistic thinking and competence, one that is 
too easily overlooked. 

At the bottom of folio 334 of Vat.gr.746 is a miniature 23.8 cm wide (Fig. 45).° It 
depicts in two scenes separated by a vertical line, Miriam Struck with Leprosy (Nb 
12:11ff.) and Moses Sending Spies into Canaan (Nb 13:17-20). The miniature is painted 
in a space left below Numbers 13:20. In the Vatopedi Octateuch (Fig. 46), the miniature 
has been divided into its two parts, and each located separately, at different points in the 
text from that found in Vat.gr. 746. The first scene is at Numbers 12:8 and the second at 
Numbers 13:2, In addition, the artist has made some notable changes to the first minia- 
ture, although not to the second. What prompted these departures from the model 
provided by Vat.gr.746? 

We should recall that the Vatopedi Octateuch is a much smaller manuscript than 
Vat.gr. 746. The maximum width of a page is only some 24 cm, while the text block is just 
15 cm wide. Thus the double miniature in question (23.8 cm wide in Vat.gr.746) needed 
to be truncated or compressed for inclusion. Very likely, both possibilities were consid- 
ered, for elsewhere the Vatopedi artist painted a miniature as wide as 20.3 ст.6 But the 
fact that the miniature illustrated two distinct and unrelated episodes suggested a more 
elegant solution: divide it in two and relocate the parts. The scribe worked intelligently: 
he identified the texts involved and moved both miniatures forward. The Miriam scene 
now occurs on the same page as the narrative it illustrates (Fig. 46); but the second scene 
was moved unnecessarily, due to confusion of the parallel accounts of the sending of spies 
in both Numbers 13:2 and 13:17, To be able to place the spaces for the miniatures in the 
Vatopedi earlier than in the model, the scribe must have noticed the problems that the 


3. СЕ Lowden, 1982, 117. 6. Folio 328; Huber, 1973, fig. 62. In that case 
4. And cf. Hesseling, 1907, figs. 229-30. the model іп Vat.gr.746 was only 20.7 cm wide. 
5. Lowden, 1982, 120-21. 
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scene at Numbers 23:20 in Vat.gr.746 would create before he reached it. Prompted by this 
observation, he then took the opportunity to improve on the organization of text and 
miniature. His desire to produce a better version is thus apparent. 

Turning to the miniature thar the artist painted in the first of the spaces, various 
changes can be noted (Figs. 45, 46), The right part is substantially the same, although the 
later artist has supplied Aaron’s halo, an iconographic detail omitted in this scene in the 
model, The left part has been transformed: in Vat.gr.746 Moses wears the usual classical 
dress in a relaxed stance, whereas in the Vatopedi he is enveloped in the pink himation, 
with only a narrow strip of gold tunic visible around his ankles. As he stoops and lifts both 
hands toward heaven, his clothing hangs in complex folds, twists itself scarflike around 
his calves, and forms angular breaks behind his knees and a curving loop in the small of 
his back. The emphasis has moved from his knee and shoulder to the unnaturally thick- 
ened waist. The ciborium, which in Vat.gr. 746 is of the usual pattern with four columns 
supporting a domical vault, has become a more complex structure. А pyramidal roof on a 
rectangular base rises above the altar, which is now placed in a convincing spatial 
relationship to the four columns, rather than in front of them. The artist has supplied 
marble screens and a central door(?) to suggest an enclosure, but the altar itself is less 
successful, especially at the left side. 

Apart from the addition of Aaron's halo, the changes made by rhe Vatopedi artist are 
stylistic ones, characteristic of contemporary Palaeologan art. The posture and treatment 
of drapery of the Moses can be paralleled, for example, in the Moses of the Transfigura- 
tion fresco in the Protaton on Mount Athos of the late thirteenth century." The interest 
in three-dimensional architectural forms may also be seen in the same building.* 

Comparison of these miniatures raises three general points. The later artist is found, for 
the most part, to have been suppressing his own style in order to imitate the style of the 
model. His personal style may surface, however, when he feels there is an opportunity, or 
an excuse (in this case an obligatory departure from the model). In addition, he can make 
а minor iconographic correction (Aaron's halo). 

There are other occasions on which the scribe of the Vatopedi departed from the layout 
of the model in order to improve the relationship between text and miniature, but, as in 
the case bf Moses Sending Spies into Canaan, these did not necessarily lead to changes by 
the artist." Mote interesting are the cases in which the artist altered what he copied 
without the prompting of the scribe. 

Compare, for example, the two versions of the figures of Balaam on his she-ass being 
confronted by the angel, as narrated in Numbers 22 (Figs. 47, 48).!? The difference: 
between the Vatopedi version and that in Vat. gr. 746 arc again mainly in the left half of the 
miniature. In the twelfth-century manuscript the ass walks forward and turns her head, as if 
to talk to Balaam (Nb 22:29-30). In the Vatopedi version the artist has retained the title 
(“Balaam conversing with the ass while an angel appears”), but he appears to have illus- 





7, В, Millet, Les monuments de l'Athos, т, Les 9. Lowden, 1982, 121-22; Huber, 1973, figs. 
peintures, Paris, 1927, pl. 11.3. 129-30. 
8. Ibid., pl. 37,1. 10. Lowden, 1982, 124. 
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trated an earlier verse, “and when the ass saw the angel of God she lay down under Balaam" 
(Nb 22:27). The ass braces one foreleg and draws the other back, arches her back, and 
lowers her hindquarters. Balaam now moves his left hand toward his mouth, rather than 
above his head, while his right hand holds the reins beside the animal's neck, rather than 
pulling back toward her rear. Given that the miniature іп Vat.gr.746 is perfectly legible, 
what prompted the artist of the Vatopedi to change it in these ways? 

As long ago as 1910, Millet pointed out the similarities between this miniature in the 
Vatopedi and a fresco in the narthex of the church at Arilje in Serbia, dated 1295/96, п 
Arilje provides a good comparison for those details of Balaam and the ass that make the 
Vatopedi miniature unlike the version in Vat.gr.746. Indeed, in some points, such as 
the treatment of the saddle, and in the overall impression of movement, the fresco is 
more successful than the miniature. Does it then follow that the Vatopedi artist must 
have reproduced these particular figures at Arilje? This is possible, although perhaps 
unlikely, given the location of the church, What does seem probable is that the 
miniaturist altered the scene he was taking from Vat.gr.746 under the influence of a 
monumental composition, very like that at Arilje, perhaps more accessible to him in 
Constantinople. As the date of Arilje suggests, he probably made these changes because 
the composition was novel, and hence interesting. Perhaps he was himself also a fresco 
painter. 

Other changes that might broadly be termed stylistic are found scattered through the 
Vatopedi cycle, Characteristic, for example, is the artist's use of three-dimensional 
crosslike structures. Consider a miniature that shows Caleb pleading for his inheritance 
before the seated Joshua (Figs. 56, 57). In Vat.gr.746 the background was left unpainted, 
whereas in the Vatopedi the artist has supplied a complex building behind Joshua. The 
building is а fantasy structure, topped by a length of knotted drapery, with crosslike arms, 
seen from different viewpoints, supported on columns, and apparently receding in space. 
There are no textual grounds for the introduction of a building into this miniature, But 
contemporary Palaeologan evangelist portraits provide similar examples of the use of such 
background motifs. In works from close to 1300, such as the frescoes at Arilje or the 
Protaton,!? or the manuscripts Dionysiou 138 and Pantokrator 47,4 related if less sophis- 
ticated structures can be found. They constitute elements of artistic embellishment in 
which personal style is allowed to come to the fore. 

Landscape is also on occasion adapted to Palaeologan stylistic canons by the Vatopedi 
artist. In the miniature of Moses receiving the submission of King Og of Bashan (Fig. 5), a 
craggy mountain has been added ас the right. It rises by a series of steep faces and sloping 
plateaux to an overhanging summit. The idea for this feature is derived, again, not from 
the twelfth-century model, Vat.gr.746 (Fig. 4), but from works contemporary with the 
Vatopedi Octateuch, ^ 


11. Millet, 1910, 75; cf. Lowden, 1982, figs. 22- 13. Pelekanidis, 1973, 1, fig. 38. 

. 14. Pelekanidis, 1979, т, fig. 177. 

12. G. Millet, La peinture du moyen âge en 15. For example, the mountains supplied in 
Yougoslavie, prés. А. Frolow, и, Paris, 1957, pl. — Var.palat.gr.381: Belting, 1972, figs. 1-3. 

69.2; Millet, Athos (as note 7 above), pl. 37.1. 
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Unprompted stylistic changes, like those noted above, occur from time to time through- 
out the Vatopedi cycle. Significant iconographic changes are much rarer, but they can be 
found. Compare the illustrations in Vat.gr. 746 and the Vatopedi (Figs. 51, 52) of the text 
in Judges: "And they took the princes of Madiam, even Oreb and Zeeb, and they slew 
Oreb . . . and Zecb . . . and they pursued Madiam, and brought the heads of Oreb and 
Zeeb to Gideon from beyond Jordan" (Jg 7:24-25).!6 The later artist has added а narrow 
strip of blue, which cuts diagonally across the miniature. By looking back a few folios in 
the Vatopedi,!? we can see that this is a schematic river, already used as a compositional 
device in the Octateuchs to illustrate the concept of "beyond Jordan." The later artist has 
further altered the miniature, although in a less conspicuous way, by writing the names 
ZHB and 'ОРНВ on the shields of the apparently headless victims in the foreground at 
the right, thus identifying them as the beheaded kings. 

The changes to this miniature are purely iconographic, and they tell us nothing of the 
Palaeologan artist's personal style, What they do show is that the later artist must have 
had a considerable interest in this miniature. He must have worked out exactly what it 
showed by reading the adjacent text in Vat.gr.746. And on the basis of that reading he 
must have decided to improve the scene as an illustration of its text by the addition of the 
Jordan and the names on the shields. He was able to do this within the scope of the space 
left by the scribe, which corresponded exactly to that in the model. The possibility that 
the artist of the Vatopedi might also have been its principal scribe is worth entertaining in 
view of the unusual degree of understanding and interest each showed for the other's 
activity. Be that as it may, an artist who was able at the same time to reproduce and 
improve on his model with such intelligence is a figure who should command respect. 





Thus far all the changes made by the Palaeologan artist have involved relatively small 
elements of miniatures, although any alteration at all must be considered significant, А 
more complex situation prevails in part of the book of Joshua, where the changes are 
numerous and striking. Many years ago Weitzmann sought to explain these differences by 
proposing that the thirteenth-century artist had looked at the famous tenth-century 
Joshua Roll, Vat.palat.gr.431.! This hypothesis can now be tested in detail, since by 
comparison of the Vatopedi with Vat.gr. 746 any changes made by the later artist can at 
once be seen. 

Consider the miniatures in two registers (Figs. 53, 54), which depict Joshua disparch- 
ing two spies to Ai and their journey (above), and their report to Joshua and the Israelite 
soldiers setting off (below). In the upper register the later artist has added a seated female 
figure at the left and a walled town, with a second seated female, at the right. Joshua, 
helmeted, has been placed on a round-backed throne, rather than on a bench, and now 
gestures with his left hand. The spy at the left has been given armor and a billowing 


16. Lowden, 1982, 124-25. Hesseling, 1909, figs. 301, 311. 

17. Huber, 1973, figs. 106, 118 (fol. 38lr, 18, Weitzmann, 1948, 37. Discussed in Lowden, 
395v). The same device is used in the corresponding 1982, 122-24. 
miniatures im Vat.gr.746, fols. 460r, 466v. Cf. 
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cloak, while the tree ar the far right has been omitred. In the lower scene the tree at the 
right has also been omitted, but a house and a long wall have been added in the 
background at the left and a tree added in the center, Finally, the background, left plain 
in Март. 746, has been given an overall wash of blue in the upper scene and green in the 
lower. 

If we add sheet VI of the Joshua Roll to the comparison (Fig: 55), ће impetus for some с 
the changes in the Vatopedi becomes apparent. The seated female figure at the left in the 
Vatopedi can now be identified as a personification of the city of Jericho. She belongs in fact 
to the previous scene, on sheet V, which illustrates the destruction of the city, but the 
Palaeologan artist does not seem to have been concerned about this inconsistency, if he was 
even aware of it. The implication of the inclusion of this figure is that the Joshua Roll may 
have been divided into its separate sheets, or broken at this poinr, by the late thirteenth 
century, The second female figure added in the Vatopedi is also a personification from the 
Roll, It seems that the later artist copied the walled city of Ai from the Roll and then, short 
of space, placed its personification on the walls. In the lower register, the addition in the 
Vatopedi of a tree at the center also appears to have been suggested by the Roll. 

Comparison of the Vatopedi with Vat.gr. 746 and the Joshua Roll still leaves some of 
the changes unexplained. The omission of the trees at the right of the upper and lower 
scenes was presumably due to lack of space, but all the other alterations must be consid- 
ered independent “improvements” by the Vatopedi artist. Thus the wall and the house in 
the lower scene may have been intended to balance the architectural background in the 
upper scene. The curved back of Joshua’s throne and his fancy armor are typically 
Palaeologan features, !? More puzzling are the changes to the first spy. Both the artist's 
models—Vat. gr. 746 and the Joshua Roll—indicate that the same two spies are seen at 
two moments, dispatched by Joshua and on their journcy to Ai (Figs. 53, 55). The 
Vatopedi appears to have misunderstood the scene (Fig. 54), or at least to have altered its 
meaning, for it now appears that the first “spy” in his ornate armor and billowing cloak is 
dispatching the other three figures. The artist's intention, to judge by the completed 
miniature, was to create a striking focus of attention in the center of the scene. This he 
did by reworking the figure in characteristically Palaeologan style, but it was at the 
expense of the iconographic content. 

At this point we could proceed through the entire Joshua cycle in a similar way, 
observing the differences between the Vatopedi and Vat.gr.746, and then turning to the 
Roll to assess its influence; but this would be a lengthy and somewhat repetitious exercise. 
There is, however, one miniature that does merit detailed examination in the present 
context, for it is the only complete scene the Vatopedi artist added to the cycle he took 
from Vat.gr. 746. 








19. See the remarks of Weitzmann, 1971, 328. chios: P. Miljkovié-Pepek, L'Ocuvre des peintres 
Compare, for example, the portrait of Saint Luke in Michel et Eutych, Skopje, 1967, 17-24, figs, 1-3, 
Laur6.28: Buchthal and Belting, pl. За. For the 20, For the billowing cloak, see, for example, the 
interest in armor, see, for example, the locations Saint Peter of the Transfiguration at the Protaton: 
chosen for their signatures by Michael and Euty- Millet, Athos (as note 7 above), pl. 49.1. 
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The twelfth-century Octateuch has no separate miniature of the Destruction of Jeri- 
cho, On examining the Joshua Roll (Fig. 58) in search of details that he could add to his 
scenes, the Vatopedi artist must have been struck by the large and dramatic illustration 
devoted to the fall of the city on sheet V. He decided to try to make use of it (Fig. 59). 
Since there was no corresponding miniature in Vat.gr.746, there was no space left in the 
Septuagint of the Vatopedi for an additional miniature. But, fortuitously it would seem, 
there was a space in the catena close to the passage describing the city’s fall. Its size and 

“proportions were far from ideal (9.9 x 10.7 cm), especially when compared to the 
illustration in the Roll (c. 24 х 70 ст), but the Vatopedi artist had no alternative. The 
composition was telescoped: the priests at the left were moved behind Joshua, and the 
crowd of soldiers in the center background, hardly more than a space filler in the Roll, 
was omitted, The battle scene in the foreground was compressed, but the characteristic 
gestures and actions were retained. The Vatopedi artist made a few changes of his own, 
replacing all but one of the towers of Jericho with their tiled roofs by crenellated turrets, 
“improving” Joshua's helmet in Palacologan style?! and placing an architectural filler in 
the left foreground, beneath his feet. 

The resulting miniature is not a great success visually. It is undoubtedly confused and 
overcrowded, but this should not detract from the significance of its mere presence. In no 
other case is the Vatopedi artist's desire to produce a better illustrated Octateuch than his 
model, Vat.gr.746, more apparent. 


We can now summarize the points raised by a comparison of the miniatures of the 
Vatopedi Octateuch and Vat.gr.746. The later artist could produce work of a higher 
artistic quality than his model. Не could make corrections and additions to the content of 
scenes to make them better and clearer illustrations of the text. He could add elements of 
landscape and architecture and alter figures to reflect his own style. But he was also able 
to suppress his style and imitate that of his model. He could look beyond his principal 
model and derive elements, even an entire miniature, from a different source. The idea 
that this artist was merely а sctibelike copyist is not supported by the evidence. 

Ideally, every miniature ought to be considered separately, for that was the way that the 
artist worked. A conclusion based on the evidence of a single case could be highly 
misleading, The artist might well have changed his mind repeatedly in the course of work 
as to what his role was, responding actively to some images, reproducing others relatively 
passively, His concept of what constituted “copying a model" must have been elastic, not 
rigid. 

At this point we also need to make a number of caveats, What has been observed is 
only the way that one artist worked on one particular commission. Palacologan artists, by 
definition, cannot have spent most of their time suppressing their own contemporary 
style. A different artist set to reproduce Vat. gr. 746 might have produced a conspicuously 
different manuscript. And given the unusual nature of the task (a long cycle of scenes in 
predetermined spaces), the Vatopedi artist might well have worked in a completely 


21. See note 19 above. 
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different way on some other manuscript. For example, a set of four evangelist portraits on 
single sheets to be bound into a Gospel Book would have presented a different challenge, 
and hence might be expected to have evoked a different range of responses. Nonetheless, 
with caution it should be possible to use our analysis at least to investigate the other 
Octateuchs, for despite their differences all five are fundamentally similar in the way they 
appear to have been produced and in the demands they made on their illustrators. What 
remains to be investigated is the extent to which their artists were similar in approach. 
Was there а “typical Byzantine artist"??? 


22. The concept is adapted from Alexander Power in Byzantium, Washington, D.C., 1982, esp. 
Kazhdan's Homa byzantinus: see his People and 16-18. 
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Per spiritum scientiae tibi concessum . . . dominari 
— Theophilus! 





Quest'e un'arte chessi chiama dipingnene, che conviene avere fantasia. 


--Сеппілі” 


Once it is established that the Vatopedi Octateuch reproduced Vat. gr. 746, 

it is a simple matter to compare their miniatures апа to draw conclusions. 

But the study of medieval material rarely permits direct comparisons of this 

sort between two works related so closely, Instead, discussions, especially 

il 1 of narrative art, are usually obliged to posit the existence of more or less 

distant connections, reminiscences, or “influences” between various images.) This is also 

truc of most of the older literature on the Octateuchs, The underlying questions are easy to 

formulate: What conclusions ought to be drawn when a work bears some resemblance to 

another but does not seem to be related to it directly? What weight should be given to their 

similarities? How are their differences to be explained? Answers to these questions are, 
need one say, more difficult to supply. 


1. “Through the spirit of knowledge accorded Jr., New Haven, 1932, 2. 
you, you are the master," De Diuersis Artibus, ed. 3. Fora vigorous attack on the notion of artistic 
and trans, С, К, Dodwell, London, 1961, 63, "influence," see Michael Baxandall, Patterns of 
2. "The art called painting calls for imagin: Intention, New Haven and London, 1985, 58-62. 
tion." Д Libro dell'Arte, ed. Daniel V. Thompson, 
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Often implicit in debates of this sort is the corollary to the notion of artistic copying— 
that of artistic invention. For it follows, according to this formulation, that when not 
doing the one, the artist was doing the other. An alternative is to suppose that differing 
images аге the result of varying degrees of error and incompetence.‘ Yet once the concept 
of an artist as a mere copyist, narrowly defined, has been set aside as not helpful in the 
light of evidence from the Octateuchs, the characterization of the artist as an inventive 
genius or an incompetent bungler also needs to be reconsidered. It will be important, 
once mote, to try to look at the material without a priori assumptions and convenient to 
treat it in two chapters. To start with, we can attempt to establish the grounds for 
concluding that an artist was not reproducing a specific model, Whether or not it is 
helpful to term the result an “invention” will remain to be seen. 

In this case a different pair of Octateuchs will be considered. Examining the contribu- 
tion of the scribes of Vat.gr. 746 pointed to the conclusion that it must be either a copy of 
the eleventh-century Vat.gr.747 or of a manuscript that was a virtual facsimile of 
Vat.gr.747.> This was deduced from the texts with which the scribes in Vat. gt, 746 chose 
to end quires when they passed the work of transcription from one to another. These 
corresponded precisely to the texts that ended quires in Vat.gr. 747. A similar situation 
had already been observed in comparing the Vatopedi Octateuch with Vat. gr. 746, What 
light can the miniatures shed on this relationship? Does it appear that the twelfth-century 
artists of Vat.gr.746 were reproducing Vat.gr.747? Or were they perhaps looking at a 
Doppelgänger, the hypothetical lost twin? 

A start can be made by comparing the versions of miniatures already analyzed in view 
of the relationship between Vat.gr.746 and the Vatopedi. First, consider the scene of 
Moses Instructing the Israelites (Figs. 40, 43), The location of the miniature is the same 
in both manuscripts: Deuteronomy 29:12 ends above. In Vat.gr. 747 the scene is the same 
height but slightly narrower: 9 X 8.1 ст (cf. 9 х 9.9 cm). But in the eleventh-century 
version Moses looks down at the Israelites, not up toward heaven; the hand of God is 
shown, rather than rays of light; the first Israelite is an older man with a gray beard; his 
left hand is raised, not hidden, and he looks toward Moses, not the Israelites, All the 
differences are small, but they may be significant in view of the closeness noted earlier in 
the comparison between Vat.gr.746 and the Vatopedi (Figs. 43, 44). 

Next, compare the scene of Gideon receiving the heads of the Midianite kings, Zeeb 
and Oreb (Figs. 49, 51), The location is the same, below Judges 7:25, but the scene in 
Vat. gr. 747 is conspicuously narrower. Although space was available for a wider composi- 
tion, it measures only 6.9 X 7,5 cm, as against 8.6 X 13.2 cm in Vat.gr.746. The whole 
scene in Має, рт, 747 appears compressed and confused. Gideon, now an old man, has lost 
his bodyguards; the fugitive Midianites appear to have been cut off by the right edge of the 


4. For example, Weitzmann, 1947/70, 154: without re-examining the rext with regard to the 
"Usually the more intelligible version is the one iconographic accuracy of the picture. The negligent 
closer to the archetype, assuming a priori that the attitude of the copyist thus quite often gives rise to 
artist who invents a miniature for а certain passage errors." 
is more faithful to the content of the text than the 5, See pages 42-43. 
average copyist who in most cases copies a miniature 
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miniature; and, most tellingly, the figures who carry the heads of Zeeb and Oreb in 
Vat.gr.746 carry shields in Vat.gr. 747. The eleventh-century miniature thus fails to 
illustrate the adjacent text. It is difficult to imagine the twelfth-century artist being able 
to paint his version (Fig. 51) on the basis of what is seen in Vat.gr. 747 (Fig. 49), although 
for the present that possibility need not be entirely ruled out. 

Minor differences of this sort recur throughout the Octateuch cycle. The relationship 
between the miniatures of Vat. gr. 747 and Vat.gr. 746 never approaches the near identity 
that is often found in comparing the latter with the Vatopedi. But if à connection 
between the two manuscripts is to be completely excluded, a major discrepancy between 
their narrative cycles needs to be demonstrated. A number of miniatures were omitted or 
confused by the artist(s) of Vat.gr. 746,6 but these, I will argue, testify to the incompe- 
tence of the twelfth-century copyists, not to the appearance of their model. A run of 
miniatures in Judges, however, appears to provide a suitable case for investigation. 

Bracketed by scenes in which the Octateuchs are in complete agreement over what to 
illustrate, and at what point in the text, is a section corresponding to six folios in 
Vat. gt. 747 where the orderly pattern disappears. Here Vat.gr. 747 has twenty-one minia- 
tures; Vat.gr. 746 has nineteen; the Topkapı Octateuch has spaces for fifteen (this section 
of the manuscript was never completed); the Smyrna Octateuch had no miniatures, 
although spaces must have been left (see below); and the Vatopedi copied Vat, gr, 746 
closely but had lost one folio with two miniatures. The miniatures in question in the two 
Vatican manuscripts are often in spaces left at differing points in the text, and even when 
at the same point they often illustrate different events. The disorder, which is far greater 
than any of the differences observed in Chapter 4 between Маг, gr. 746 and the Vatopedi, 
raises two questions: Why should all the manuscripts diverge from one another at this 
point? And, in particular, why does Var.gr. 746 not follow Vat.gr. 7477 

For the sake of convenience, this section can be referred to as the Samson cycle, 
although it includes some scenes both before and after the Samson narrative. To put the 
discrepancy into perspective, it will be helpful to look first at the bracketing scenes. At 
Judges 11:33-34 (Figs. 60-63) all the manuscripts have a miniature (іп the Topkapı, a 
space) of similar size and shape, illustrating Jephthah conquering the Ammonites, with 
their towns on the right (Jg 11:32—33).? At Judges 19:28-29 the manuscripts are again in 
step (Figs. 64-67), with a miniature, of the Levite with his dead concubine tied to an ass 
(Је 19:28), of similar size and shape.® Both scenes are very close iconographically in all 
the versions. In Var.gr.747 they are on folios 246v and 253v, while in the Smyrna 
Octateuch they were on folios 248v and 255v. The discrepancy involves all those minia- 
tures on the recto and verso of the intervening six leaves, the central part of a normal 
quaternion in Vat.gr. 747, folios 247r-252v. The text on those leaves, Judges 11:34-19:5, 
shows no sign of discontinuity at any point in the various manuscripts. 

Setting aside the visual evidence of the Vatopedi, which for present purposes adds 
nothing significant to Vat, gr. 746, we are left with just that cycle and Vat.gr. 747. Because 





6. See pages 68-72, 8. And cf. Hesseling, 1909, fig. 331. 
7. And cf. Hesseling, 1909, fig. 330. 
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the scribes of the Ocrateuchs were usually careful to leave a space for a miniature where 
the model suggested, it can be said that thirteen of the nineteen miniatures іп Vat.gr. 746 
are located in spaces corresponding exactly to those іп Vat.gr.747.? Two of those in 
Маг. gr. 746 have no corresponding space in Vat.gr.747, while the reverse is true in five 
cases. And two miniatures in Vat.gr. 746 were painted in spaces left in the catena, not in 
the Septuagint. The artist of Vat.gr. 746 seems to have adopted a variety of approaches 
when he encountered these spaces. 

The second miniature іп Vat.gr. 747 shows the Israelites slaying the Ephraimites (Jg 
12:6; Fig. 68). The text above the illustration in both manuscripts is Judges 12:7, which 
records the death of Jephthah. But in Var.gr. 746 the miniature illustrates this text (Fig. 
69), with a death/burial composition of standard type. The artist had painted two others 
within the last twenty folios. 10 

A little later, at Judges 13:11, Vat.gr. 747 shows the Sacrifice of Manoah (Fig. 70), а 
complex miniature in which Manoah and his wife are shown at the left, drawing back in 
surprise as their sacrificial kid is consumed by fire, and an angel ascends toward a quadrant 
of heaven where the hand of God is seen (Jg 13:19-20), In Vat.gr. 746, at the same point 
in the text, we see the meeting of an angel with Manoah and his wife (Fig. 71), treated as 
an expanded Annunciation scene. The text illustrated is that adjacent to the miniature in 
both manuscripts, Judges 13:11, but the miniatures are completely unrelated. 

In the next miniature, at Judges 13:23, Vat. gr. 747 shows Samson standing between his 
parents (Fig. 72), presumably in illustration of the second half of verse 24, ". . . and the 
child grew, and the Lord blessed him." At the same point Vat.gr. 746 has a standard Birth 
composition (Fig. 73), to illustrate the first half of verse 24, "And the woman bore a son, 
and called hís name Samson." Adapted from the Nativity, the scene is of a rype frequently 
encountered to illustrate, for example, the Birth of the Virgin, or of John the Baptist, |! 
and is used earlier in Vat.gr. 746 for the Birth of Moses (Fig. 82). Again, there is no 
connection to Vat.gr. 747. 

These examples appear to be straight alternatives, in which the artist of Vat.gr. 746 for 
some reason preferred to provide an illustration completely unrelated to Має. вт, 747. The 
scene was suggested by the adjacent text and used standard iconographic formulae. In 
other cases, however, Vat.gr.746 has a similar illustration to Vat.gr. 747. For example, 
Vat. г. 747 (Fig. 74) has Samson releasing pairs of foxes, their tails tied to firebrands, into 
the fields of the Philistines (Jg 15:4-5). Samson stands at the left in a taller part of the 
miniature, while the foxes race off to the right through the crops. In Vat.gr. 746 (Fig. 75), 
the scene is compressed to a squarish shape, the foxes run in a similar fashion, but Samson 


9. Details in Lowden, 1980, т, 141-42; и, 321 отат évóc деџалос отђу elxovoyeagia toù 


62 1505-1600 alóva," Аедліоу тйс Хоштиамигће 


10, Death of Joshua (fol. 471v), Death of 
Gideon (fol. 482r). Cf. Hesseling, 1909, figs. 317, 
324. 
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12. See page 61. 
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has been moved into the midst of the crops. Thus far the comparison is fairly close, but 
the full situation is more complex. Vat.gr.746 combines this scene with an illustration of 
a prior event, Samson bringing a kid to his wife's family (Jg 15:1). The scene is simple: 
Samson stands at the left holding the kid; a group of Philistines, a man and a woman ro 
the fore, stand аг the right and turn away from Samson, indicating their rejection of the 
gift. In Vat.gr. 747 (Fig. 76), the same text is illustrated іп a separate miniature. But the 
iconography cannot be considered close to that of Vat.gr. 746: Samson is now at the right, 
and a single figure at the left turns away toward a large building. 3 

One further example of this complex relationship will be sufficient. Both manuscripts 
have a space at Judges 14:19—15:2. In Vat.gr. 747 (Fig. 77), the miniature illustrates how 
Samson took the robes of thirty men of Ashkelon (Jg 14:19). Samson stands at the left, 
the robes around his shoulders. The naked bodies of his victims are piled at the right in 
front of a mountainous landscape. In Vat.gr. 746 (Fig. 78), the miniature is divided into 
three scenes: a group of Philistines confronts Samson and answers his riddle; he attacks 
the thirty men of Ashkelon; he presents the robes to a group of Philistines. As with the 
illustration of Samson and the kid, all three episodes are illustrated in a highly simplified 
form. If it were not known on the basis of the text that both Vat.gr. 747 and Vat, gr. 746 
were illustrating the same event here, it would be hard to guess from the iconography. 

The entire Samson cycle is susceptible to an analysis of this sort, which shows how the 
two manuscripts sometimes coincide in their choice of space, occasionally appear dis- 
tantly connected iconographically, but for the most part are unrelated. Unlike the situa- 
tion in the Vatopedi, where the miniatures became richer and more complex when an 
additional model was available (that is, the Joshua Roll), in Vat.gr.746 the miniatures of 
the Samson сусје are for the most part either highly simplified compositions or banal 
iconographic formulae (like the Death of Jephthah), What explanation can be offered for 
this puzzling situation? At this point the text and miniatures of Vat.gr.747 are still 
perfectly legible today. A scribe copying Vat.gr.747 would not have been obliged to leave 
spaces in different places from the model. Neither would a copying artist have found it 
necessary to provide different illustrations. To suppose otherwise runs counter to all the 
evidence elsewhere in the Octateuchs, Instead, it appears that the artist of Vat.gr. 746 
must have been working from a near facsimile of Vat.gr.747 in textual terms, but a 
manuscript with illustrations that were either defective or different at this point. Merely 
to propose that these miniatures were different because they were “inventions” (rather 
than “copies”) would not be helpful. 

The other Octateuchs can now be consulted. The Topkapı was never finished, yet in 
the Samson cycle it had a different number of spaces, some of them at different points in 
the text, from either Vat.gr. 747 or Vat. gr. 746.4 The inference to be drawn is that it was 
intended to illustrate the Topkapı with a different Samson cycle; so its model too was 
cither different in appearance, or defective, at this point. In the Smyrna Octateuch we do 
not know how many spaces were left for miniatures, but it must have been approximately 








13. Note that in the Vatopedi the two scenes 14. бес page 57. 
were separated (Huber, 1973, figs. 151-52). 
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the same number as in Vat.gr.747 (twenty-one), because the two manuscripts are page- 
for-page in step before and after the discrepancy (folios 246v and 253r in Vat.gr. 747 
correspond to folios 248v and 255r in rhe Smyrna). If there had been significantly fewer 
spaces in the Smyrna, or none at all, the text of Judges 11—19 would not have been 
enough to fill the six folios in question (folios 249r-254v). From the photographic 
record, we know that the illustration of che Smyrna was complete, with the exception of 
these six folios. That is to say, the Smyrna manuscript was defective in its miniature cycle 
at precisely the point at which Vat.gr. 746 and the Topkap: differed from each other and 
from Vat.pr. 747. 

The evidence of the Samson cycle thus groups Vat.gr.746 with the Торкар: and 
Smyrna Octateuchs as representatives of a slightly different tradition from Vat. gr. 747. It 
is now necessary to establish whether this division hetween the manuscripts is characteris- 
tic of the entire Octateuch cycle or only of one part of it. We will not need to consider 
every miniature, but merely those in which significant differences between the manu- 
scripts can be observed. What we need to establish are the reasons for these differences 
and what they can reveal about the attitudes of Byzantine artists to a model. 

A series of twenty-four miniatures in Genesis, comprising much of the Joseph cycle, 
provides the other major iconographic discrepancy in the Octateuchs. Its evidence is 
similar to but even more puzzling than that found in Judges, but | will treat it briefly here. 
As before, the two scenes flanking the discrepancy are similar in all versions: Three Kings 
in Edom, 5 and Jacob Instructing Joseph, 16 The intervening miniatures are on the recto 
and verso of eight folios in Vat.gr. 747 (fols. 58г-65у) and the Smyrna (fols. 50r-57v), 
but these leaves do not represent a quire division (folio 61 begins а quire in Маг. вт. 747). 
Unlike the situation in the Samson cycle, the Octateuchs here all have the same number 
of miniatures, in spaces at the same points in the text. Only the content of the miniatures 
is different. In some cases the iconography is completely unrelated, some of the scenes 
combine elements separated elsewhere, and a few are quite similar. 

The illustration of Tamar with Judah, and then bearing twins, is very close in all the 
versions. The twelfth-century Octateuchs combine as one miniature the scenes of 
Jacob sending Joseph to his brothers, and his meeting with them,'® which form two 
separate miniatures in Vat, gr. 747.19 Where Vat.gr. 747 has the arrest of Pharaoh's butler 
and baker, the twelfth-century Octateuchs have Joseph interpreting their dreams?! 
Vat.gr.747 has Joseph and Jacob before Pharaoh in a similar composition, but re- 
versed, There appears to be no overall pattern to this confused situation, and the 
scenes more closely related in the manuscripts have no particular order, position on the 
page, or content. 


15. Hesseling, 1909, fig, 118; Uspenskij, 1907, fig. 61; Vat.gr. 746, fol. 116r, 

fig. 60; Vat.gr.747, fol. 57v; Vat.gr.746, fol. 115ь — 19. Vat.gr. 747, fols. 58r, 58v. 
16. Hesseling, 1909, fig. 143; Uspenskij, 1907, 20. Vat.gr. 747, fol. 60у, 

fig. 84; Vat.gr-747, fol. 66r; Vat.ge.746, fol. 134v. — 21. Hesseling, 1909, fig. 127; Topkapı ar.8, fol, 
17. Hesseling, 1909, fig, 123; Uspenskij, 1907, 128v; 146, fol, 123r, 

fig. 64; Vat.gr.747, fol 59v; Vat.gr.746, fol. 119v. 22. СІ. Vat.gr.747, fol. 65v, and Vat.gr. 746, tol. 
18. Hesseling, 1909, fg. 120; Uspenskij, 1907, — 134r. 
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In the present context, it is significant that throughout the anomaly the three twelfth- 
century Octateuchs line up together against the example of Vat.gr. 747. This cannot be 
the result of a series of coincidences. The evidence implies chat their model was different 
from Vat. gr. 747 at this point also; а new cycle of twenty-four scenes had been developed 
("invented"), perhaps as a substitute for damaged or scarcely legible images. 

It would be unreasonable to suppose that some sort of damage or deterioration could 
have been the cause of major changes in the Samson and Joseph cycles of the Octateuchs 
without affecting the twelfth-century manuscripts at other points as well. A brief survey 
ought therefore to bring some further isolated cases to light. For example, all the manu- 
scripts have a miniature below Exodus 1:17. In Vat.gr.747 (Fig. 79), the scene illustrated 
is of Pharaoh issuing his decree to the midwives that sons born to Israelite women be 
killed (Ex 1:15ff.). In the other Octateuchs (Figs. 80-82) the scene is of the Birth of 
Moses (Ex 2:2), The composition is a standard Birth scene, comparable to that used in 
Vat. gr.746 for the Birth of Samson (Fig. 73).24 The three twelfth-century Octateuchs all 
have the same miniature as an alternative to that found in Vat. gr. 747. 

A similar alternative illustration may be cited from later in Exodus. Below the end of 
Exodus 28:5, Vat.gr.747 has a miniature comprising four small square compartments (Fig. 
83). Each contains part of Aaron's priestly vestments, as specified in Exodus 28:4. In the 
Smyrna Octateuch and its relations (cf. Fig. 84), 2° we find the same four squares, but in 
them are painted the curtains of the tabernacle. In Vat. gr. 746 all four are of red and blue, 
whereas in the Topkapi the second two are of green and yellow. The hems and hanging 
loops are carefully shown. These must be the curtains described several pages before at 
Exodus 26;1-6, The resulting miniature is significantly less complex than that in 
Vat.gr. 747, and it is inappropriate to its location in the text; but the twelfth-century 
manuscripts are united in their evidence against Vat.gr. 747. 

At Genesis 17:17, Vat.gr. 747 illustrates how Abraham fell on his face and laughed when 
told how he and Sarah would have a son (Fig. 85). The three twelfth-century Octateuchs 
(Fig. 86),26 on the other hand, share a completely unrelated iconography, showing Abra- 
ham and Sarah standing in prayer with a bust of Christ blessing them both. The first 
miniature appears to illustrate verse 17, the twelfth-century alternative, verse 19, 

The three cases cited here thus support the deductions from the evidence of the 
Samson and Joseph cycles. They group the three twelfth-cenrury manuscripts even more 
closely together and distance them from Vat.gr. 747. Were the artists of any, or all, of 
these manuscripts reproducing Vat.gr. 747, there is no cogent reason why they should 
have departed from it as they did. They must instead have based their work on a model 
that was defective, or different from Vat. gr. 747, at these points. Their cycle was devel- 
oped to overcome the model's defects. 

Given that the same scribe appears to have worked on Var.gr. 746 and the Topkapı 
Octateuch, and that the same artist, the Kokkinobaphos Master, painted in the Topkapı 





23. Cited Weitzmann, 1975, 52 and fig. 43. 241v. 
24. And see note 11 above. 26. Hesseling, 1909, fig. 62. 
25. Hesseling, 1909, fig. 196; Topkapi gr.8, fol, 
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and Smyrna Octateuchs, the close iconographic relationship between these three books is 
not surprising. It now remains to be seen whether we can press the evidence further to 
reveal more exactly the nature of the relationship. This will require а more careful 
consideration of the Smyrna manuscript. 

Every piece of evidence that can now be recovered suggests that in layout the Smyrna 
Octateuch bore a striking resemblance to Vat. gr, 747. They were approximately the same 
length at 260+ folios, whereas the Topkapi and Var.gr. 746 were about twice as long. 
Where Vat.gr. 747 has, for example, one miniature on the recto of folio 223, and three on 
its verso (Figs. 87, 89), the Smyrna Octateuch had the same four miniatures arranged in 
the same way on the recto and verso of its folio 226 (Figs. 88, 90), When in Маг. вт. 747 
the miniature is at the bottom of a page (Fig. 34), the photos of the Smyrna Octateuch 
show that it too had the same miniature in the same place (Fig. 36). When the text 
around a miniature in the Smyrna can be made out, it is the same as or close to that in 
Маг. иг. 747 (see Figs. 16, 17), Both had the page laid out for catena in the outer margins, 
with 74 lines ruled. 27 We have already seen that the model of Vat.gr. 746 must have been 
a virtual facsimile of the text of Vat.gr. 747,28 but that its miniature cycle was slightly 
different. Could the Smyrna Octateuch have been that model? 

Some specific codicological requirements have to be satisfied by the model of 
Vat.gr. 746. The evidence of Scribe 2 of Vat. gr. 746 (discussed above, pages 42—43) shows 
that the model must correspond exactly with its folios 219v and 340v (Figs. 33, 35), by 
ending pages with the same texts as Vat. gr. 746, and those pages ought preferably го be the 
last of quires.?? Vat. gr, 747 fulfilled these conditions (cf. Figs. 32, 34). Did the Smyrna 
manusctipt? Since most of the information that can be deduced about Smyrna is from the 
photographs, it is indeed fortunate that the second of these pages (folio 163v) had a 
miniature at the bottom (Fig. 36), comparable to the one in Vat.gr.747 and Мас. иг, 746 
(Figs. 34, 35), and so it was published by Hesseling. ? (There was no miniature in any of 
the manuscripts at the earlier point.) The photograph shows that the miniature was at the 
very bottom of the leaf and had been partially trimmed by the binder. Beside it can be 
seen the last line of the Septuagint, and it is the same text that also ends folio 340v in 
Vat.gr. 746 and folio 167v in Vat.gr. 747 (Figs. 34-36). The catena, however, cannot be 
seen. Thus far the evidence is supportive; but was folio 163v of the Smyrna manuscript 
also the last page of a quire? 

It is again fortunate that one relevant piece of information was recorded, Strzygowski 
states that rhe Smyrna Octateuch was missing one leaf between folios 228 and 229, and 
that the second leaf in the same quire, folio 227, had been misbound (it should have 
preceded folio 226).?! It follows that folio 226 was the first leaf of the quire. This 
observation can be checked by another means: assuming that folio 226 begins the quire, 
the central bifolio was folios 229/230 (one leaf was missing). The usual manner in which 
the parchment of Byzantine manuscripts was organized has the four bifolios of a quater- 





27, See pages 12-17, 30. Another view of this miniature, poorly 
28, See page 42. focused, in Strzygowski, 1899, pl. XL,2, 
29. See pages 42-43, 31. Strzygowski, 1899, 117. 
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Smyrna ms in 1899, according to Strzygowski: ... 225 226 227 228 10м 229 230 231 232 233 





Correct arrangement, according to Strzygowski: .., 225 227 226 228 lost 229 230 231 232 233 





Vat. gr. 747: 221 222 223 224 225 226 227 228 229 230 


Dinara 4, Comparison of a quire in Sinyrna A, 1 and Vat.gr.747 


nion laid one on top of another, with the flesh-side facing the flesh-side and hair-side to 
hair-side, This was because of the difficulty of achieving a consistent color in the 
preparation of the two sides of the skin. The ruling was then incised on the flesh-side 
only, appearing as ridges in relief on the hair-side. A quire when open reveals the flesh- 
side of the central bifolio. Eisler's surviving photographs of the miniatures on folio 229 of 
the Smyrna Octateuch are sufficiently sharp to show, by the abrasion of the pigment, that 
the recto of folio 229 was the hair-side, with the ruling pattern in relief, confirming 
Strzygowski’s statement. ? The situation can be seen in Diagram 4. 

It has already been observed that folio 226 of the Smyrna Octateuch had four minia- 
tures, one on the recto and three on the verso, arranged in the same way as on the recto 
and verso of folio 223 of Vat.gr. 747 (Figs. 87-90). Since Vat.gr.747 survives, it is an easy 
matter to confirm that folio 223 also begins a quire in that manuscript. Because the 
Smyrna Octateuch resembled Vat.gr.747 page for page, and as both were bound in 
quaternions, 24 it follows that it also resembled the eleventh-century manuscript quire for 
quire, Thus folio 163v of the Smyrna, exactly like folio 167v of Vat.gr.747, would also 
have ended a quire, 

A great deal is now hanging on this analysis of the lost Smyrna Octateuch, much of it 


32. First demonstrated by С. R. Gregory, “Les 261-68. 
cahiers des manuscrits grecs," Comptes Rendus de 33. Cf. Hesseling, 1909, figs. 289-92. 
l'Académie des Inscriptions et Belles-Lettres, 1885, 34. Strzygowski, 1899, 117. 
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by what might be considered a number of rather slender threads. We must then look with 
renewed attention at the comparison of the three pages in question in the three manu- 
scripts. Is there further evidence to support the deduction that the Smyrna Octateuch 
could have been the model of Vat.gr. 746? 

The artist of Vat.gr.746 was almost unrestricted for space when he came to paint the 
miniature on folio 340v (Fig. 35), for the scribe had ceased work after cight lines of the 
Septuagint, leaving most of the rest of the page blank. The artist did not, however, use all 
the available space, but used a rectangular area 11.5 х 18 cm. This is much larger than 
the Vat.gr.747 miniature (Fig. 34), which is also taller than it is wide: 9.1 X 7.8 cm. In 
Vat. gr. 746 Moses stands at the left, addressing the centrally grouped Israelites. Some look 
toward him, others, with gestures of grief, look to the right where Dathan, Abeiram, their 
flocks, camels, and houses are consumed by the carth. From above, the hand of God 
orders the destruction. The Smyrna version is very close to Vat, ит. 746 (Figs. 35, 36). In 
Мас. ог. 747, on the other hand, Moses is in the top half of the scene, the Israelites, half 
his size, cower away from him; there is no hand of God, and the victims at the lower right 
are treated differently. 

A curiosity of the Vat.gr. 746 miniature (Fig. 38), given the large space available, is the 
irregular right edge, which curves outward toward the bottom. Why did the artist not 
keep the border straight? Turning to the Smyrna version (Fig. 36), we can see that there 
the miniature had been extended beneath the Septuagint text, in the lower margin, to 
allow more space for the disappearing families. The Smyrna artist allowed the curving 
mass of the ground to define the line of the right border. It seems to be this curving line 
that the artist of Vat.gr. 746 was following. The Smyrna manuscript appears to explain 
this puzzling feature of Vat, gr. 746. It provides a much better model for the miniature in 
Vat. gr. 746 than did Vat. gr. 747. 

Briefly, the Topkapı Octateuch can be fitted into the scheme. Its unfinished minia- 
ture cycle shows that it could not have been the pictorial model for any of the surviv- 
ing Octateuchs. The evidence of the numerous omitted or misplaced miniatures in 
Vat. gr. 746,35 which did not affect the cycle of the Topkapı Octateuch, shows that the 
Topkap artists could not have been copying that book. Yet it is very closely connected 
to the two other twelfth-century manuscripts. Like Vat. gr. 746, it can best be explained 
as а reproduction of the Smyrna Octateuch (or possibly of yet another twin). Recall (see 
pages 23—24) that in discussion of one of the unfinished quires, folios 71-78, Anderson 
proposed that work was begun on folio 74 because this represented the beginning of a 
quite in the artists’ exemplar, ® The miniature on folio 74 corresponds to that on folio 
37r of Vat.gr. 747, the first page of a quire in that manuscript, and presumably therefore 
in the Smyrna, thus supporting Anderson's proposal. And if we look at the miniature of 
Dathan and Abeiram (Fig. 37), we can see the irregularly shaped right edge, which was 
inherited, in all likelihood, from the Smyrna manuscript itself. 

If this reconstruction is sound, evidence from the miniatures divides the Octateuchs 
into two families, Var.gr. 747 in one branch and all the others, headed by the Smyrna 








35. See pages 68—72. 36. Anderson, 1982, 101. 
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manuscript, in а second branch. Given that the Smyrna manuscript was not a copy of 
Vat.gr. 747, because of the evidence of the Samson cycle and the alternative miniatures 
(any more than Vat. gr. 746 сап have been), it follows that a common model must lie 
behind both branches of the tradition. The bare bones of this relationship can be consid- 
ered uncontroversial, for something similar was proposed by Weitzmann long аро. 8 But 
its implications have yet to be explored. 

А major problem remains, however, with the attractive (perhaps specious?) hypothesis 
that the Smyrna Octateuch was the sole model for the Topkapı Octateuch and 
Vat.gr.746. If Vat.gr.747 and the Smyrna could each independently reproduce their 
model page for page, then how many other manuscripts like them might there once have 
been? Could it have been one of those books, perhaps the model of the Smyrna Octa- 
teuch, that was consulted for the other two twelfth-century manuscripts? Since more or 
less the same scribes and artists produced all three books over, let us say, a decade or so, 
did they perhaps refer from one book to another, consulting several models, or were they 
all referring to the same book? The artists, as we have scen, were collaborating in an odd 
way in all three Octateuchs, so that “normal” working practices seem not to have applied. 
Were the artists perhaps not always using the same model as the scribes? 

The situation threatens to become overly complex and clogged by hypotheses. То 
answer these questions, a slightly different approach will be necessary, To clarify the true 
relationship between the twelfth-century manuscripts, we shall have to find out still more 
about how the artists worked on them, as well as about the model that appears to lie 
behind both Vat.gr.747 and the Smyrna Octateuch. And the study of lost manuscripts, 
even more than that of destroyed ones like the Smyrna, requires care as well as ingenuity 
if it is not to be mere guesswork, 

‘We have not come very far in this chapter toward defining what exactly artistic 
invention might be. The explanation is that the work of the artists of the Octateuchs is 
по more satisfactorily understood if approached with a view to its inventive qualities than 
it was when considered mere copying. The Octateuchs refuse to be constrained within the 
neat pattern suggested by these terms. Alternative, and much looser, formulations are 
required. [t remains to be seen whether the middle ground (or escape clause) represented 
by artistic errors is of greater value. 





37. See discussion, pages 57, 61. 38. Weitzmann, 1948, 30-38. 
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6 THE ARTIST BUNGLES? 


Per spiritum fortitudinis omnem segnitiei torporem excutis. 


—Theophilus! 


Anchor ci e una chagione, che, usandola, puo alleggierire што la 


mano, , 


. е questa sie usando troppo la chonpagnia della femmina. 


—Cennino? 


Thus far the Byzantine artist, as revealed in the Octateuchs, has appeared 
in a favorable light: coping with difficulties, making corrections and 
improvements, in general working conscientiously to a high standard. 


Artists, however, are only human. So what happened when things went 
wrong? How would they have defined what constituted an error? Can 


studying "artistic errors" advance discussion of the Octateuchs? And, conversely, whar do 
the Ocrateuchs imply about the significance of such errors for a more general study of 


manuscript illustration? 


For the textual critic, the ability to handle the evidence of errors in transcription 
provides an enormously powerful analytical method.’ The realization that scribes must 


1. Ed. and trans. С. В. Dodwell, De Diuersis 
Artibus, London, 1961, 63: “Through the spirit of 
fortitude you drive away all the torpor of sloth.” 

2. Ed, Daniel V. Thompson, Jr, New Haven, 
1932, 16: “There is another cause, which, if you 








indulge it, can make your hand unsteady . . « , and 
this is indulging too much in the company of 
women,” 

3. Helpful introduction in Reynolds and Wile 
son, 1974, 200-212. 
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inevitably make mistakes, and that they and their readers must employ a range of tech- 
niques to deal with such mistakes, is as old as writing itself. Slips due to the confusion of 
letters of similar shape, of words of similar sound or appearance, of parallel passages in a 
text, of a damaged, illegible, or misleading exemplar—these and many others can be 
observed and often corrected. And because an author's autograph copy so rarely survives, 
the need for such activity is self-evident: we want to read what the author wrote, not 
some garbled later version. 

The possibility that the rigorous methods of textual criticism might be applied to the 
study of miniatures has been advanced most fully by Weitzmann.? It has been proposed 
that "artistic errors" are particularly valuable in providing evidence of the relationship 
between manuscripts, or between cycles, But it is questionable whether the situation 
found by the art historian in the illustrations of manuscripts really is closely analogous to 
that found by a philologist in a text. How is it possible, by looking at a miniature, to say 
that a certain element, maybe even rhe whole scene, is a "mistake"? [f a particular scene is 
deemed a mistake, on what grounds can another be considered "correct"? Can an involun- 
tary mistake be distinguished from a conscious modification? Would our modern notion of 
mistakes have been comprehensible to medieval artists? Did all artists make the same sorts 
of mistakes? Did some make more than others? 

Underlying these questions is a matter of approach. The philological method applied to 
the study of texts was developed to help recover the original, and by implication correct, 
version. If something similar is applied to the illustrations in manuscripts, or to painting 
in general, is it for a related purpose? Are we hoping to be able to reconstruct the "correct 
original version" of a scene? If this is not our intention, should we be using this method? 
Might there be other reasons for looking for artistic errors? 

Mistakes did not happen by themselves; they were made by artists. Merely to observe 
something and call it a mistake is not very helpful; we need to understand what happened 
and why. From this it follows that miniatures need to be approached in the light of the 
working practices of medieval artists. As before, it is essential not to isolate the minia- 
tures from the text they accompany. The Octateuchs, as it happens, prove to be a rich 
source of information on this topic. 








A basic type of error is one brought upon the artist by the scribe, By comparison with the 
other Octateuchs it is evident that Scribe 1 of Мас. рт. 746 should have left a space for an 
illustration near Deuteronomy 25:29 on folios 415r-v. For some reason the space was 
never left, and as a result the corresponding miniature was not included. In this case, the 
artist cannot be blamed, but in terms of the narrative cycle the scribe's carelessness has 
led to an artistic impoverishment that we might judge to be an error. It is an example of 
an artistic error outside the artist's control. 


4. For an edition based on a recently identified source is Laur.plut.59.2-3). 
autograph сору, see M. Van Der Valk, Емшйй 5. Weitzmann, 1947/70, 160-63; 182-92, 
Archiepiscopi Thessalonicensis Commentarii ad Homeri 6, СЕ Hesseling, 1909, fig. 262; Uspenskij, 
lidem: pertinentes, Leiden, 1971- (manuscript 1907, fig. 205. 
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Sometimes the scribe led the artist astray in а more disruptive fashion. This сап be seen 
to have happened іп Vat.gr.746 near Joshua 20:9. First che scribe failed to leave a space 
for a miniature. Then the artist, failing to notice that something was amiss, painted the 
miniature illustrating that text in the space intended for the next scene. He then located 
nine further miniatures one space in advance of their text, only getting back into step by 
combining the tenth and eleventh miniatures in the space intended for the tenth alone 
(Fig. 100). Presumably it was the mislocation of the tenth miniature, intended for the 
start of Judges, and hence at a conspicuous break in the text, that alerted him to the 
confusion, The difficulty that the artist had in squeezing the resultant double miniature 
into the available space is apparent at the right side (cf. Figs. 98-101). In terms of the 
content of these scenes, nothing was lost by their changed location, but of course their 
function as illustrations of the narrative was seriously impaired. Most of the blame for this 
mistake rests with the scribe, but the artist was in error, too. 

On occasion, the scribe realized he had omitted a space and introduced it at а later 
point. In the Vatopedi Octateuch, for example, it can be seen by comparison with 
Vat. gr. 746 that Scribe B should have left a space for а large miniature at Deuteronomy 
32:50. Ir is clear from the titles in both versions that this is one of two scenes intended to 
illustrate the Canticle of Moses (Dt 32:1-44) and the foretelling of his death (Dt 32:45— 
52). The Vatopedi scribe reached Deuteronomy 32:50 at the bottom of folio 325r, and he 
should have left a space for the miniature at the top of the next page (folio 325v). But 
when he turned over the page, for some reason the space was forgotten, and it was only 
fitted in six pages later, on folio 328r." The artist was able to reproduce the miniature from 
Vat.gr. 746 into this space, and it closely resembles the model. But now it is below 
Deuteronomy 33:11, The error is only one of location, but again it affects the function of 
the scene as an illustration. When looked at in conjunction with the adjacent text, the 
Vatopedi miniature does not make much sense, and as the move was the result of an 
oversight rather than a deliberate alteration intended to improve оп the model,’ the 
miniature is another example of a relatively minor error forced on the artist by the scribe. 
The artist, however, made one small bur significant addition to the image: the opening 
words of Moses’ Canticle were written on the book (or scroll) he holds. In this detail, 
therefore, the image is an artistic improvement on the model. 

Practical errors of this sort may lead on occasion to more striking visual alterations. On 
folio 130г of the Topkapt Octateuch (Fig. 92), the scribe miscalculated the provision for 
catena and left a space beside the upper part of тре Septuagint. The artist, mistakenly 
thinking this was a space intended for a miniature, copied into it the illustration in two 
registers of Joseph interpreting Pharaoh’s dream of the fat and thin cattle (cf. Fig. 91). 
The resulting miniature was compressed and awkward, for the space was a different size 
and shape from that intended for the miniature (10.1 х 6.8 cm, as against 8.2 X 12 cm in 
Маг. gr.746).!° The next two miniatures were then placed out of step with the text, one 


7. Huber, 1973, fig. 62. 10. The next miniature in the Topkapi, fol. 
8. Cf. Hesseling, 1909, fig. 265. 130v, is 8.1 x 12.8 cm. 
9. Of the sort discussed above, pages 47, 48. 
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space ahead of that intended, but with the third the artist found a composition in two 
scenes, 1 He divided this into two miniatures, placing one in the first space and the 
second, correctly, іп the space intended for the complete miniature.!? He made no 
significant changes to the two miniatures he had created out of one and now was rapidly 
back in step with the text, But the functional effectiveness of the illustrations is impaired 
at this point, and the first miniature had to be adapted. It was the artists, not the scribe, 
who committed the errors here. 

A similar but more extensive confusion occurs in the order of the first seven miniatures 
at the start of Leviticus in Vat.gr.746, where the bracketed scenes were first mislocated in 
the catena, then erased: 


1, [2], 131, 2, 3, [6], [7], 4, 5, 6, 7, etc. 


In his attempt to keep in step with the texts of a model laid out like Vat.er.747, Scribe 2 
left a number of large spaces in the catena on these folios, and these misled the artist, who 
also confused the iconography of two scenes (Fig. 25). Two illustrations (numbers 2 and 
3), intended for folio 268v and folio 271v, were first painted in spaces in the catena of 
folios 267r and 267у. The error was noted and they were erased. These two miniatures 
were then correctly located, but with the next the artist achieved a double error; he 
confused the similar iconography of the scenes in numbers 4 and 6 (Fig. 25) and jumped 
to the second miniature, but then mistakenly located it in a space in the catena. He 
followed number 6 with number 7, also mislocated, then erased both miniatures, went 
back to number 4, and placed the scenes in the correct order in the appropriate spaces. 
The artist of the Vatopedi did not transmit the erased miniatures of Vat.gr.746, but he did 
leave spaces in the catena corresponding to them (Fig, 27), Thus although the artist of 
Vat.gr. 746 made a whole series of mistakes here, he managed to correct them. The fact 
that he took the trouble to erase four miniatures, leaving a displeasing mess on the pages 
in question, provides a clear indication that the correct location of the scenes vis-à-vis 
the text was considered important in this manuscript. 

Sometimes a scribe's attempt to improve on his model was foiled by an artist's confu- 
sion. On folio 167r of the Topkapı, the Kokkinobaphos Master painted a miniature in two 
registers showing Moses’ stick becoming a serpent and Moses leaving Jethro (Ex 4:3, 18) 
(Fig. 96). The location and iconography of the miniature is similar in all the Octateuchs 
(cf. Fig. 95). But immediately before, on folios 160r and 161%, the Topkapı has two 
miniatures, whereas the other Octateuchs have only опе. № The first is below Exodus 3:1 
and the second below Exodus 3:6. At the second point (Fig. 97), the others all have а 
miniature in two registers showing Moses before the burning bush (above) and removing 
his sandals (below). !5 The Kokkinobaphos Master, however, painted Moses’ stick turning 
into a serpent in the first space and Moses leaving Jethro in the second, ' scenes he then 


11. Cf. Hesseling, 1909, fig. 132. 14. Anderson, 1982, figs. 26-27. 

12, Topkapı gr.8, fols. 130v, 131r. 15. Cf. Hesseling, 1909, fig. 156, 

13. Discussed by Anderson, 1982, 98-99, but 16. Anderson, 1982, figs. 26-27, 
with no explanation offered. 
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“Correct” Order іп Octateuchs Order in Vat.gr.746 


Miniature | _ „ 1 (=Miniature 6) (Fig. 94) 
Miniature 2 7. 1 (-Miniature 1) 
Miniature 3 — 3 (=Miniature 2) 
Miniature 4 =, = 4 (-Miníature 3) 
Miniature 5 7 5 (=Miniature 7) 
Miniature 6 ~ 6 (=Miniature 8) 
Miniature 7 7 _ ы 7 (=Miniature 4) (Fig. 93) 
Miniature 8 ^ 7 8 (7 Miniature 5) 













Гудокам 5. Disorder of a group of miniatures in Genesis in Vat. gr. 746 


repeated, more or less identically, a few folios later (Fig. 96). On looking at the versions 
of the first miniature in the Smyrna and Vat.gr. 746 (Fig. 97), the scenes appear cramped. 
It must have been decided in the Topkapı Octateuch to split them, giving each its own 
space. But when the Kokkinobaphos Master came to supply the illustrations, warned that 
he must divide a double miniature into two, he confused the similar iconography of two 
adjacent miniatures, splitting the second instead of the first. His error must have been 
noted, for he then repeated the miniature in the correct place. The evidence suggests that 
even the best artists could make mistakes. 

An artist could also confuse miniatures of similar iconography and paint them in the 
wrong places, without the prompting of the scribe. This can be seen to have happened in 
a complex way in a group of eight miniatures in the Genesis cycle of Vat.gr. 746 (see 
Diagram 5). 

The initial confusion arose from the proximity of two similar miniatures with scenes of 
circumcision (nos. 4, 6; figs. 93-94). The artist copied the second of these out of 
sequence, but realizing his error he followed it with three miniatures in the correct order, 
now one space later than intended (6, 1, 2, 3). When he then reached the first of the 
circumcisions (4), he mistook it for the second (6), which he had already copied, and so 
jumped ahead to copy scenes 7 and 8. Only then did he realize the error and go back in 
the cycle to provide scenes 4 and 5. The result is hopelessly confused: the miniatures are 
disordered and distanced from the texts they illustrate. Again, in purely visual terms the 
miniatures are not incompetent, but as narrative illustrations they completely fail because 
of the artist's succession of errors. 

The most astonishing sequence of errors in any of the Octateuchs is also found in the 
Genesis cycle of Vat.gr.746. The sequence begins with the fourth miniature, after the 
artist had recovered from rhe previous debacle. From that point on, no fewer than ninety 
consecutive miniatures were misplaced in the text. The scribe first left an extra space, for 
reasons that are obscure, on folio 76r, and the artist painted the miniature intended for 
folio 77r into that space. The next twenty-three miniatures are located one space ahead of 





17, Cf, Hesseling, 1909, figs. 59, 63. 
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the text they illustrate. The scribe then left a further additional space on folio 90r, which 
the artist used, so that rhe miniatures became rwo spaces ahead of the text. In this case 
the scribe had been confused by the lengthy catena on folio 90v, in effect leaving two 
spaces for an illustration to the same Septuagint passage, on both folios 90r and 91r. For 
the next fifty-one miniatures the scenes remain two spaces ahead of their texts. On folio 
132v, however, the artist failed to notice a space that the scribe had left, passed over it, 
leaving a blank, and so the next miniature was only one space ahead. This amelioration 
was short-lived, for on folio 134v the scribe left another extra space, again, it would seem, 
the result of an oversight. Four more miniatures are two spaces ahead, until the scribe 
leaves an extra space on folio 138v. The artist now shows signs of confusion and paints the 
same miniature twice, which has the effect of bringing him only one space out of order. 
At last, on folios 149r—v, the artist is able to split a miniature of two registers into two 
separate scenes, thus bringing things back into step. Two miniatures later, Genesis is 
concluded. Apart from the duplicated miniature, there is no sign in the content of all 
these scenes that anything is wrong; this becomes apparent only when we consider their 
location in the text. Yet they cannot now succeed as narrative illustrations. And taking 
the previous disorder into account as well, it can be said that 98 of the 150 illustrations to 
Genesis in Vat.gr. 746 were placed adjacent to the wrong texts. We can be certain that 
these are wrong by comparison with the other Octateuchs. They represent errots of haste 
and incompetence and were not planned alterations or improvements. 

Thus far, consideration of artistic errors in the Octateuchs has focused on situations 
that undoubtedly arose because of the particular demands made by these books: the close 
connection they require between text and illustration, and the large number and varying 
size and shape of the spaces to be left by the scribe and then filled by the artist. These sorts 
of errors, relatively numerous and revealing though they аге, remain of little help in а 
philologically related inquiry because they cannot be pressed to reveal hard evidence 
about the model the scribe and artist were reproducing. It is true that, since we know the 
Vatopedi copied Vat.gr.746, we can see how miniatures omitted or misplaced in the 
twelfth-century manuscript are similarly omitted or misplaced in the Palacologan version. 
But the relationship between the books could not be proven on those grounds alone, As 
for Vat. gr. 746, there is no evidence to suggest that its artistic errors (considered above) 
were due to a faulty model. It was the twelfth-century artists, sometimes abetted by the 
scribes, who were responsible. 

A remarkable difference between the degree of care and attention shown by scribes and 
artists in the different books is apparent. It is no exaggeration to say that Vat.gr.746 was 
executed with amazing sloppiness. Whether this was solely the result of haste or of other 
factors is not clear. The other books are less prone to artistic errors, and Vat.gr. 747 and 
the Smyrna Octateuch (as far as can be established) seem to have been produced with 
particular care. 

Is this situation due merely to differences between the levels of skill and integrity of the 
various artists and scribes? Or could the different modes of production of the Octateuchs 
also have had an effect? Vat.gr. 747 and the Smyrna, it has been argued, were both made 
as page-for-page reproductions of a model, This probably required their scribes to work 
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unusually slowly and carefully, Бис working this way made it relatively easy to ensure that 
spaces for miniatures were left in the appropriate place and that the correct miniatures 
were painted in those spaces. The scribes had only to turn the pages of the model and the 
new manuscript at the same rate, №, by mistake, the scribe turned two folios instead of 
one, the discrepancy between the two books would at once be obvious, for the layout 
varies constantly from one opening to the next. Confusion was unlikely to arise. In the 
Topkapı and Vat.gr.746, on the other hand, with their simplified layout, not one page ог 
opening resembled that in the model. These books would have taken less time to write, 
but it was all too easy, especially if the workmanship was slipshod, for artists or scribes to 
become confused, or to make mistakes in transmitting the many hundreds of scenes of the 
natrative cycle, The way that artists worked on these books, as revealed by mistakes of 
various sorts, cannot therefore be understood without taking account of the entire produc- 
tion process, and in particular the activities of the scribes. 

How, then, can we use the evidence of errors to trace the relationship between the 
Octateuchs and their model or models? The Samson and Joseph cycles, and the cases of 
alternative miniatures at the same point in the text, have been used to group the three 
twelfth-century Octateuchs against Vat.gr.747.!? The evidence thus far adduced has 
suggested that the Smyrna manuscript, or a lost twin, was the model of the Topkapi and 
Vat. gr. 746. Can an artistic error help to clarify this situation? 

There is a single case in which the Topkapı Octateuch sides with Vat, gr. 747 against the 
evidence of the Smyrna, while Vat.gr. 746 is on its own, suggesting a number of separate 
errors. 19 [n the first two manuscripts, there is a miniature in two registers (Figs. 102, 103), 
showing the Israelites collecting manna and Aaron placing it in the stamnos (above), 
with Moses striking water from the rock at Horeb (below), In the Smyrna there were two 
miniatures (Figs, 104, 105). In the first, at the very bottom of a folio, Aaron is placing 
the manna in the stamnos at Moses’ command, and Moses is praying to the Lord. Over 
the page, Moses strikes water from the rock. Although two of the subjects are similar to 
scenes in Vat.gr.747 and the Topkapi, their iconography is not. Vat.gr. 746 contains a 
completely unrelated source of Moses ordering Joshua to pick men. 

If the Topkapı and Vat.gr.746 were reproducing the cycle of the Smyrna Octateuch, 
there would be no compelling reason for them to depart from its well-preserved miniatures 
ћете, The Topkapı scene can resemble Vat. gr. 747 only via а common model, a model that 
must lie behind all the manuscripts. As in the previous analysis of, for example, the 
Samson cycle, it appears that the illustrations in the manuscript model available to the 
twelfth-century artists must have been partially illegible in places. In this case the 
Kokkinobaphos Master was able to decipher the image and reproduce it in the Topkapı 
Octateuch (Fig. 103); Биг for the Smyrna, he decided to produce something better (Figs, 
104, 105);20 while in Vat.gr. 746 the least ambitious solution was adopted. 


18. See pages 57-65. 20. The participation of the Kokkinobaphos 
19, An aspect of this anomaly was discussed by Master in both versions was noted by Anderson, 
Anderson, 1982, 99, but without reference to 1982, 99. 
Vat.gr. 747. 
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The evidence of this single instance, however, does not invalidate the conclusions of 
our earlier discussions of the relationship between the three manuscripts. When they 
depart from, or cannot reproduce, their common model, the Topkapı and Vat.gr.746 
almost always follow the lead provided by the Smyrna book. But, as was scen in the 
Samson cycle, they are not slavish copies, for this would have meant that no attempt was 
made to provide Samson illustrations at all. The Smyrna Octateuch, it would appear, was 
an updating of the model, with some of its defects corrected. But the model itself still 
must have been available for consultation in the making of the Topkapi and Vat. gr. 746, 
and alternative solutions could be adopted, As some of the same scribes and artists were at 
work on all three books, this flexible approach would have had much to recommend it. 


In dealing with the discrepancies between Vat. gr. 747 and the twelfth-century Octateuchs 
in search of evidence about their models, it appears at first to be easy to decide which of 
the alternative versions are to be preferred as more accurate reflections of the lost 
“original” illustrations. This is in part due to the attraction of a procedure borrowed from 
textual criticism, known as difficilior lectio potior.?! Given two (or more) alternative read- 
ings in a text (and the assumption of an error or alteration), it is held that the one which 
is more difficult to understand is preferable, assuming that a copyist will have tended to 
simplify or modernize what he could not comprehend. In visual terms, the substitution in 
the twelfth-century manuscripts of the banal Birth of Moses (ог Vat.gr. 747's Pharaoh 
Issuing a Decree to the Midwives (Figs. 79-82) might be taken as a good саѕе,22 The 
simplified scenes supplied to the Samson cycle of Vat.gr. 746, discussed above,” also tend 
to support the use of this approach. Therefore, it might seem logical to conclude that 
Маг. вт. 747, with its more complex images and fewer signs of artistic difficulties, was 
preferable to the Smyrna Octateuch as a reproduction of their common model, The 
isolated alternatives, 4 and the Joseph and Samson cycles, would be the results of changes 
introduced in the twelfth century, when the model had suffered some damage or deteriora- 
tion to its miniatures. But is this the whole story? What of those miniatures in the model 
that were still fully legible during the twelfth century? Is the version of Vat. gr. 747 in all 
cases to be preferred? Is ir possible to check by other means the accuracy of Vat. gr, 747 as a 
reproduction of a lost manuscript? 

First a textual error can be considered. In Маг, gr. 747 on folio 101v there is a conspicu- 
ous gap in the biblical text (Fig. 108). The scribe broke off in the middle of Exodus 23:12 
and left most of the twentieth line of the Septuagint blank. He recommenced at the start 
of line 21, near the beginning of Exodus 23:13, having omitted a short passage. By 
comparing the writing above and below we can estimate that space was left for some 
thirty-five to forty letters. The missing text is thirty-cight letters long: buds тїс 
лоб (ос oov xai 6 лоооу лотос. л@уто.. In the Topkapı Octateuch the same passage 
of thirty-eight letters is missing (Fig. 109), but the scribe left only a token space of about 
six letters. In Vat.gr. 746 the text and the space are both missing, and the scribe simply 





21, Reynolds and Wilson, 199—200. 23. See pages 58—59. 
22, See page 61. 24. Sce page 61, 
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elided the preceding and following passages, which looks neater but does not make sense. 
The deduction to be drawn is thar all the Octateuchs copy a model that at this point is 
textually defective, and that Vat.gr.747 reflects the model scrupulously, whereas the 
Topkapı and Маг. вт. 746 are less careful. 

Because the point is an important one, a second example may be cited, this time from 
the catena to Ruth: 


"Eqooip ёт 
Vater. 747: Авфффоа ёх vars | space | бхтф xai Bapàx ёх uric Neptoreiw 
Topkapi: Ағрффоо ёх фос Месо 
Vat.gr. 746: Дебрдов ёх qnc [ space | xal Ваобх ёк олс Neptareiy. 


The scribe of Vat.gr.747 was unable to read two words but left space for them. The scribe of 
Vat. gr. 746 omitted a third word bur left a space, And in this case the Topkapı scribe was the 
least accurate, omitting seven words and eliding the text to provide an “improved” (but 
inaccurate) version. Again, all the manuscripts must be based on a defective common 
model, and Vat, рт. 747 is the best copy. In text-critical terms, analysis has borne out the 
proposition that younger manuscripts are often less trustworthy: recentiores deteriores. 

It is unfortunate that the Smyrna Octateuch is lost, for this means its text cannot be 
checked in detail. The evidence of its miniatures will have to be used instead. In terms of 
errors, two cases can be considered in which a miniature is present in Vac.gr. 747 but 
absent from all the later Octateuchs. What can the omission of these scenes reveal? 
Below the text of Numbers 10:29, Vat.gr. 747 has an unusually large miniature (9.3 X 
2.5 em), which extends across almost the full width of the lower margin of folio 160у, 
he first leaf of a quire (Fig. 110). The Smyrna Ocrateuch, like the others, had по 
corresponding illustration. On closer examination, it appears that the two twelfth- 
entury Octateuchs that can be investigated (Vat.gr.746 and the Topkapı) also lack a 
series of catena passages, numbered 97-100, followed by 1-6 in their system (Fig. 111). 
These are exactly the catena texts that are found on the outer margins of the recto and 
verso of folio 160 of Vat.gr. 747. Scribe B of Vat.gr. 746 left wide spaces in the margins of 
his folios 328r-v (Fig. 111), which could have accommodated the missing texts, whereas 
the Topkapı scribe left only a token space (and the Vatopedi has none at all). Thus the 
later manuscripts here lack all the material—text and illustration—from the margins of 
one folio of Vat.gr. 747, and hence on one folio of the common model. 

The second example is found in Exodus, The miniature in Vat.gr.747, folio 116r, 
illustrates Moses questioning Aaron and the Levites killing the Idolaters. Again it is а 
wide composition (4.7 Х 15.6 ст), filling the bottom margin of a page on the outside of a 
quire. The Smyrna Octateuch and the others all lack this miniature, and Vat, вт, 746 lacks 
exactly those catena passages (numbered 524—543) found in the margins of the recto and 
verso of folio 116 of Vat.gr. 747.79 When the catena in Vat.gr.746 is restarted, halfway 
down folio 251v, Scribe В places it beside the Septuagint text that begins folio 117r in 


оодо 





25. СЕ Theotokis, 1772—73. 1, cols. 1221—28. 26, Cf. ibid. i, cols. 916-23. 
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Vat.gr. 747. In this case, however, the Topkapı Octateuch contains the catena passages іп 
question. 27 

On the basis of these two examples, we can confirm that the common model of the 
Octateuchs had suffered significant wear and tear, affecting both its miniatures and its 
text, between the time it was copied in Var.gr. 747 and the twelfth century. In some cases 
this may not have made the model impossible to copy, but only sufficiently difficult to 
discourage the negligent craftsmen of Vat. gr. 746. 

At this point it would be possible to draw a diagram to indicate the genealogical 
relationship between the Octateuchs on the basis of their texts. Such a stemma codicum is 
a standard part of the text-critical method, and although its value in some instances has 
been fiercely questioned, 2% its applicability to a small and tightly-knit group like the 
Octateuchs need not be doubted. Alrhough such a stemma can indicate only a textual 
relationship, there is a danger that its clarity and precision will unduly influence, or even 
dictate, hypotheses about the miniatures, In an art-historical inquiry, it is prudent to 
avoid this danger by resisting, for the present at least, the temptation of the textual 
stemma. 

From the fact that the model was in better condition in the eleventh century, we might 
assume that Vat. gr. 747 was automatically a better copy. This has been found to be true of 
the text, But what of the illustration? | have noted that the scribe's layout of Vat. ат. 747 
was extraordinarily careful, so that artistic errors of the sort frequently encountered in 
Vat.gr. 746 appear to be absent. But does it follow that the artist was also a conscientious 
and careful craftsman? Did he perhaps make other sorts of errors, affecting the content 
rather than the location of scenes? 

Compare the versions of a miniature located below Judges 8:26 (Figs. 6-8). At the left, 
Gideon slays two kings, Zebah and Zalmunna; behind him is his son, Jether, who could 
not do the deed (Jg 8:20-21). At the right, the figure of Gideon is repeated, requesting 
the Israelites to hand over to him the golden earrings taken from the Ishmaelites (Jg 
8:24). There are two significant differences in the Vat.gr. 747 version: the rings held by 
the Israelites have been omitted, and the figure of Jether at the left has been excluded. 
On looking at the page in question in Vat.gr. 747 (Fig. 6), it can be seen that the scribe 
left a space about 11.5 cm wide, extending from the biblical text into the flanking catena. 


27. А similar example is found іп Vat.gr. 746, on 
the lower part of folio 436r and the top of folio 436v. 
There a number of conspicuous spaces were left in 
the catena for missing passages. No text is missing in 
the Topkapı (fols. 468г-у), but in Vat.gr. 747 the 
passages in question begin or end lines on folio 214r. 

28. See discussion in La pratique des ordinateurs 
dans la critique des textes, Colloques internationaux 
du CNRS, no. 579, Paris, 1979, esp. 73-228, on 
problems of stemmatic method and alternatives, А 
useful starting point is the contribution by John G. 
Griffith, "Non-Stemmatic Classification of Manu- 


scripts by Computer Method," ibid., esp. 73-75. 
See also M. D. Reeve, “Stemmatic Method: 
‘Qualcosa che non funziona'!" in Peter Ganz, ed., 
"The Role of the Book in Medieval Culture, Bibliologia 
3-4, Turnhout, 1986, 1, 57-69. Most recently, 
James Grier, "Lachmann, Bédier and the Bipartite 
Stemma: Towards a Responsible Application of the 
Common-Error Method,” Revue d'histoire des textes, 
хуш, 1988, 263-78. 

29, Weirzmann, 1947/70, 189-92, on the use of 
а stemma; see also Weitzmann, 1948, 38, for his 
proposed stemma of the Octateuchs, 
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For comparison, the miniature in Vat.gr. 746 is 11.3 cm wide. But the artist of Vat.gr.747 
painted a scene only 6.2 cm wide, ending it in line with the edge of the Septuagint and 
leaving blank a large area at the left. In doing this, he appears to have left no space in the 
miniature for Jerher and seems simply to have excluded him. The obvious deduction is 
that in this case the model for the scene resembled the fuller twelfth-century version, not 
the truncated one with its impoverished iconography found in Vat.gr. 747, The eleventh- 
century artist appears to have taken liberties here in modifying the scene. These were not 
unconscious or forced errors but decisive simplifications. 

If this were the only case in which the artist of Vat.gr. 747 had truncated or simplified 
scenes, its evidence would be hard to handle, but in fact the opposite is the case. It would 
be inappropriate to compare the cycles at length here; some comparisons across all the 
versions have been made in earlier chapters, and there are more to come. For the present, 
a single example must serve to reinforce the point. On folio 246v, the artist of Vat.gr.747 
uses only 6 cm of a space some 9 cm wide, leaving the rest blank (Fig. 9). In the miniature 
he illustrates the messengers of Jephthah before the King of Ammon. In the later, wider 
versions (Figs. 10, 11), the nimbed figure of Jephthah appears at the right, dispatching 
the messengers with a gesture. In this case, although the unused space is again at the left, 
it is the right side of the miniature that has been affected. The implication is that the 
version in the model resembled the broad rectangle with four figures, not the scene in 
Vat. gr. 747. 

I have mentioned that the artist of Vat.gr.747, like the scribe, adopted a simplified 
technique from folio 37 onward.?? Whereas the layout and text continued to be scrupu- 
lously transmitted, it appears that the iconography was often simplified, although usually 
the artist filled the space for the miniature, Does it follow that scribe and artist must have 
been different people? In the absence of decisive evidence, the possibility must remain 
open. There is nothing to say that a careful scribe would necessarily work carefully as an 
artist. Indeed, there must have been scribes who cared more about text and layout than 
about illustrations. This suggests that we hypothesize for the medieval situation both the 
scribe/artist, who thought of himself principally as a scribe, and the artist/scribe, for 
whom the illustrations meant more in visual terms than the text. Considered in this light, 
Vat. gr. 747 was either the work of two people or of a scribe/artist. In the Vatopedi, on the 
other hand, we may be seeing the work of an artist/scribe, for whom the visual qualities of 
his production were of great importance. 

In iconographic terms, the artist of Vat.gr.747, considered on the basis of the entire 
Octateuch cycle, may possibly have made more errors than any of the later artists. If 
recentiores deteriores is true for the text, the evidence of the illustration is much less clear- 
cur. To posit recentiores, non deteriores, however, would be too sweeping a generaliza- 
пол." Ir must remain difficult to be certain exactly what the model of any particular 
miniature in the Octateuchs looked like, although an approximation is almost always 
possible. If the versions of Vat.gr.747 and the twelfth-century Octateuchs differ, the 
deduction that the model was in better condition in the eleventh century has to be 














30. See page 13. 31. For the term, see Reynolds and Wilson, 196. 
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balanced against the observation that it may have been more carefully reproduced by the 
artists of the twelfth century. Every scene requires an individual analysis before we can 
reach any decision about its appearance in the model. The sort of dogmatic view of a text 
that can be set out in a stemma codicum, suggesting the relative value of the evidence of 
different books, would be inappropriate to the complex and fluctuating situation by the 
iiniatures,? I will not use that approach here. 


То question the competence of the artist is to be intentionally provocative. But it is not a 
pointless exercise, for it focuses attention on what really happened in medieval art, As 
with unfinished sculptures or paintings, in which an artist's methods and techniques are 
apparent, mistakes of various sorts draw attention to how artists worked. And the sheer 
number of such mistakes will come as а surprise to those who assume that artists in 
manuscripts were not only trying to reproduce some model accurately but usually were 
succeeding. 

In general, the errors to be found in the Ocrateuchs can be divided into two types. 
First, those that are, broadly speaking, codicological, having to do with an image's 
presence or absence and its location in the text. These are easy to identify, and to judge 
by the erased miniatures in Vat.gr. 746 would have been accepted by а contemporary as 
mistakes. But because there was no easy way of correcting such mistakes, they were 
usually allowed to remain. Much more difficult to handle is the second category, involv- 
ing differences of content between images. Some of the changes that were made, such as 
the truncated or simplified miniatures of Vat, gr. 747, were without doubt intentional and 
might be considered errors insofar as they impair the illustration of the narrative. Where 
there are alternative miniatures, however, as in the twelfth-century Octateuchs, it would 
be a distortion of language to dismiss the results as simply errors, These were new 
miniatures intended to fill in lacunae, or otherwise to improve on the cycle. A Byzantine 
artist, we may surmise, would have scornfully rejected any notion that these images were 
mistakes. Assumptions about artistic activity based on prior assumptions about how 
scribes worked need to be set aside. Even in the Octateuchs, the artists approached rheir 
task thoughtfully, with unpredictable results, 


32. More nuanced than Weitzmann's use of the “Stemma der Bild-Tradition": see his Der ältere 
picture stemma (as note 29 above) was Peter Klein's Beatus-Kodex Vitr. 14-1 der Biblioteca. Nacional zu 
use of statistical methods (correlation analysis) to Madrid, Hildesheim, 1976, 1, 153-69; п, Zeichnung 
group the miniatures of the Beatus manuscripts and 36. 
establish. relationships between them, creating à 
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Wir betrachten die Copien der Urbilder mit griisserer Ausmerksamkeit, als 
wie wir іп dem villigen Besitze von diesen nicht wirden gethan haben. 
—Johann Winckelmann! 


No es infrecuente, en las regiones más antiguas de Tin, la duplicación de 
objetos perdidos. 
Jorge Luis Borges? 


For early writers, the significance of the Octateuchs was found to lie 

largely in their iconographic connections with works originating in both 

East and West, from late antiquity onward.? To a considerable extent, 

this iconographic focus is still important. It is now time, therefore, to 

Ш consider broader art-historical issues. We shall have to work back from 

the Octateuchs, via their model, to the very origins (or supposed origins) of Old Testa- 

ment iconography. The history of their influence, right up to the twentieth century, also 

deserves consideration. However, this will involve a number of issues cach of which could 

readily form a book, so the approach will have to be selective. One contentious subject, 
the Joshua Roll, will be better treated in a separate chapter. 


1. "We contemplate the copies with greater senderos que se hifurcan, Buenos Aires, 1941, 


attention than we would have done the originals 3. For example, Kondakov, 1886-91, п, 15- 
had we been in possession of them." Geschichte der 83. 
Kunst des Alterthums, Dresden, 1764, 430. 4, Бес the studies cited above, Chapter |, note 


2. “Тібп, Uqbar, Orbis Tertius," in El Jardín de 35. 
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The model of the Octateuchs is a lost model, and this has various methodological 
implications, which must be considered. What might be termed the lost-model hypothe- 
sis is a further weapon in the armory of the text critic.’ [n a text-based study, it is obvious 
that in working back from the surviving material toward an author's (lost) original, it will 
be necessary to hypothesize various stages in the manuscript tradition in the form of lost 
exemplars. As used by art historians, however, the hypothesis is brought into play in two 
rather different ways, the first manuscript-based, the second applied to works in any 
medium at any date, In the first, the illustrations in a text are assumed, like the text itself, 
to have been copied from another source or model. For example, the miniatures in a 
florilegium (such as the Sacra Parallela, Paris.gr.923) might have been taken over, along 
with the excerpted texts, from lost illustrated manuscripts. Somewhat more subtly, the 
hypothesis may be invoked in its second guise, in consideration of a particularly unusual 
or original work of any period: the artist was only able to create this work by basing 
himself on some lost model. 

In terms of method, two principal objections can be raised to the use of this particular 
philological hypothesis in an art-historical context. First, merely to suppose the existence 
of a lost model does not provide an explanation for the creation of a work of art. Instead, 
it diverts attention away from objects that can be studied and analyzed to ones in which, 
by definition, all elements are unverifiable, In a study focused on the visual, this recourse 
to the invisible must be considered a serious weakness. The exact nature of the trap 
presented by the hypothesis becomes apparent if we stop to ask how the lost model itself 
was created: was it perhaps based on another lost model, and so on? The second objection 
is that the hypothesis assumes the basis of artistic activity to have been largely mechanical 
rather than creative. This may be unexceptionable in terms of the copying of a text, but 
when applied to art it leads inexorably to the depressing (and in my view, misleading) 
valuation of what survives as consisting largely of uninspired reproductions of lost works 
by "creative" artists. 

How, then, ought the lost-model hypothesis be used in the study of the Octateuchs? 
The model that has been proposed was reached as a conclusion of the analysis, rather 
than existing as an a priori assumption. Furthermore, the model that the Octateuchs point 
to is not shadowy and elusive: it is a manuscript that can be described in considerable 
detail. The first task, then, will be to discuss this model. 





A Model for the Octateuchs? 


On the basis of the evidence of Vat.gr. 747 and the twelfth-century Octateuchs, we can 
state that the common model was a manuscript of some 277 folios, about 40 х 32 ст, 
illustrated with some 374 miniatures. The manusctipt contained the various prefaces and 


5. Reynolds and Wilson, 1974, 186. Parallela, Parisinus Graecus 923, Studies in Manu- 
6, Kurt Weitzmann, The Miniatures of the Sacra script Illumination vin, Princeton, 1979, 
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cpilogues and the Octateuch text with catena. Its page layout was the same as that of 
Vat.gr. 747, and the precise texts on its pages often can be deduced. It was bound in 
quaternions, with the quire breaks at the same points as in Vat.gr.747. In almost every 
way it looked like Vat.gr.747, except that its miniatures may have contained elements 
now better preserved in the twelfth-century versions. 

Because the model was a real manuscript, and not merely an airy hypothesis, it would 
be unreasonable to suppose that it was completely free of the sort of artistic ervors that 
characterize the surviving Octareuchs. Can these still be traced? Consider the location 
chosen by the Octateuchs for two miniatures in Deuteronomy (Figs. 116, 117). The first 
illustrates the stoning of fornicators (Dt 22:22) but is located beneath the start of Deuter- 
onomy 24:1. The second shows two women harvesting grapes and com and illustrates the 
last two verses of Deuteronomy 23, Again, it is located too late in the text, at Deuteron- 
omy 25:9. In Vat.gr. 747, the miniatures are on folios 202r and 203r. The text that the 
first scene illustrates is on folio 201r, and the second would be correctly located if moved 
forward to the space on folio 202r. It can therefore be deduced that in (һе model the 
spaces for these two miniatures were left one folio later than should have been the case, ог 
perhaps the spaces were correct but the artist painted the wrong scenes into Фет, That 
the narrative cycle of the model was in error here can hardly be doubted. 

Other types of errors can be traced, too, At first glance there appears to be nothing 
amiss in two of the miniatures in Exodus (Figs. 112-15), [п the first, Pharaoh pursues the 
Israelites with chariots (above), and the Israelites approach the sea (below). In the 
second, the Israelites carry the bones of Joseph. The first is located below Exodus 13:15 
and the second below Exodus 14:11. But the miniatures have been entered in reverse 
order: the first (Figs. 112, 113) illustrates Exodus 14:6-8, and the second (Figs. 114, 
115), Exodus 13:19, As all the Octateuchs have the identical arrangement, the mistal 
was certainly made in their common model. And as the sizes and shapes of the two 
miniatures are different, but appropriate to their content, the mistake was made when the 
scribe was leaving spaces in the text. 

Did the artist of the model make errors without the prompting of the scribe? One 
miniature in Numbers ( 118) shows in two registers Moses explaining the rules of 
sacrifice to Joshua (above) and the Israelites being driven off by the Amalekites and the 
Canaanites (below). The upper scene illustrates Numbers 15:1 ff. and the lower the end of 
the previous chapter, Numbers 14:45. In this case the location of the miniature, at 
Numbers 15:3ff., is satisfactory. But the order of scenes in the registers has been reversed: 
the battle scene ought to have been painted in the upper register. The artist of the model 
must have confused them, making an error that was passed on unwittingly in all the later 
Octateuchs. 

For a philologist to hypothesize a lost model for the text in which everything was 
consistent and perfect is understandable. But the art historian needs to resist the lure of 
the flawless. Since medieval artists did not achieve perfection, in the sense of avoiding 
errors, in surviving works there is no justification to suppose that they achieved it in lost 
ones, To command support, a hypothesis must not fly in the face of this evidence. The 
lost model of the Octateuchs was not free from errors. 
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Knowing the text and layout of the model, it also becomes possible to suggest an 
approximate date for it. The latest text included is the catena, which was probably first 
assembled by, or was available to, Procopius of Gaza (d. 538).? The particular version 
used is a derivative, abbreviated опе, It is possible that the layout with marginal commen- 
tary was also devised at this time,? although the carliest surviving dated examples are 
several centuries later. 19 The model itself, however, can hardly have been a sixth-century, 
and hence an uncial, manuscript, for its dense layout with letters in the catena only about 
one mm high points to the use of minuscule script. In this element too, it must have 
closely resembled Vat.gr. 747. The implied date for the model is therefore after с, 800, 
when minuscule began to be used for manuscripts, and before the production of 
Vat.gr. 747, which was made, at the latest, probably around 1075.12 

Within the period 800—1075, various possible contexts for the making of the Octa- 
teuch model could be proposed. The marginal Psalters of the ninth century (Paris.gr.20, 
Moscow сім gr. 129, Athos Pantokrator 61), provide evidence in the layout of their 
illustration of a knowledge of marginal catena manuscripts, 3 But in the conception of 
their miniature cycle, and in all points of detail, they are very unlike the Octateuchs. 14 
The early Job manuscripts (Var.gr. 749, Marc.gr.538 of 905) provide evidence of luxury 
illustrated catena books, although, again, the way that the illustration is integrated into 
the page layout creates a completely different impression from the Octateuchs.!* But the 
Job manusctipts are closer than rhe luxury catena books with full-page illustrations, such 
as the Psalters Paris.gr. 139 (of the mid-tenth century)! and Marc.gr.17 (of the early 
eleventh century).!? If we set aside the catena for a moment, the idea of introducing an 
extensive series of narrative images into the text, scattered through the book, can be seen 
to have a number of parallels in later eleventh-century manuscripts, more or less contem- 
porary with Vat.gr. 747. This includes biblical volumes such as Vat. gr. 333 (I-IV Kings), 18 


7. Petit, 1977, хх-ххі. ginal Commentary Illustration,” Byzantine Studies 


8. Petit, 1986, xvii. 

9. Most recently on the question of this layout, 
see Nigel G. Wilson, "The Relation of Text and 
Commentary in Greek Books," in H libro e il testo, 
Urbino, 1984, 103-10; and Antonietta Porro, 
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profano. Aspetti grafici, codicologici, filologici,” 
Scrittura e Civiltà, ix, 1985, 213-15, 

10, For dated examples, see Vat.urb.gr.35 (AD 
902): Enrica Follieri, Codices Graeci Bibliothecae 
Vaticanae Select, Rome, 1969, pl. 18; ог Mare. 
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11. Cyril Mango, "L'origine de la minuscule,” in 
La paléographie grecque et byzantine, Colloques 
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Weitzmann, Byzantinische Buchmalerei des 9. und 10, 
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Vat.gr.752 (Psalms), Paris.gr.74 (Four Gospels),? and theological texts such as 
Climachus (Vat.gr.394)2! and Barlaam and Ioasaph (Athos, Iviron 463).22 Some of those 
cycles seem to have been created around this time, although it has been argued that 
others (e.g., the Kings manuscript) may have been copied from earlier sources.?? In the 
present context, what is important is that the Octateuch model, which must have looked 
very like Vat.gr. 747, was conceived as an illustrated manuscript resembling most closely 
surviving books of the 10508-70. The type of narrative illustration characteristic of these 
books seems to have been applied in che Octateuchs to a catena manuscript. If these broad 
comparisons are acceptable, it follows that the model was more or less contemporary with 
Vat.gr. 747, and hence was also made c. 1050-75. 

There is no reason why this date for the Octateuch model should prove controversial. 
But the next step is a more perilous onc. Was the common model also the prototype of the 
tradition of illustrated Octateuchs? Or, to put it slightly differently, was it in this very 
manuscript, perhaps c. 1050-75, that text and illustration were brought together for the 
first time in the form reflected in the surviving books? Previous studies have concluded 
that the Octateuchs go back in some form to the early period;?4 but were they in fact a 
creation of the Middle Ages? The issue again revolves around questions of method: How 
can it be shown that a lost model was, or was not, the first manuscript of a particular type? 

Hypotheses about lost manuscripts are intrinsically not open to verification. Theoreti- 
cally, it is possible to multiply hypothetical lost manuscripts ad infinitum. The fictions of 
Jorge Luis Borges explore the attractions of this approach. But as a means to understand 
what survives from the past, this multiplication is unhelpful. In the present study, lost 
stages in the transmission of text or illustration have only been proposed when no other 
conclusion appeared justifiable. То apply the same procedure to the present situation, the 
burden of proof may be shifted to the skeptics and the question reformulated: Is there any 
evidence to suggest that the lost model was not also the Octateuch prototype? Put in this 
form, the question is easy to answer: there is no logical necessity in the surviving evidence 
to posit a further missing stage (although, of course, such stages could have existed). It 
can be proposed therefore, as a working hypothesis, that the prototype of the illustrated 
Octateuchs was created probably с, 1050-75 and itself served as common model to the 
surviving manuscripts. 
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Before considering how the prototype was created, it is reasonable to ask why such a 
manuscript should have been made at this date. In part, the answer may lie in comparison 
with the other large narrative cycles, mentioned above, that seem to have been created at 
this time. Whereas the desire to produce what amounts in some cases to a pastiche of 
early models is characteristic of the art of the tenth century, the big cycles of the mid- 
eleventh century clearly break with precedent. Certainly, as will be shown, there were 
preexisting models for parts of the Octateuch cycle, but the achievement of the artist(s) 
of the prototype was to unify these so as to illustrate the entire text, and its prefaces. It 
may be significant that the one illustrated Octateuch which stands completely apart, 
Laur.5.38, is also a product of this approximate period. It is a curious fact about this bool 
that it has the specific text type, and epilogues (but not the Letter of Aristeas), that 
characterizes the Octateuch catena manuscripts, but yet it has no catena. Its miniature 
cycle begins ambitiously but ends in the first quire at Genesis 1:26, suggesting that an 
overall plan was abandoned in the course of work. The evidence of Laur.5.38, which 
might have looked, if completed, а little like the Kings manuscript, Vat.gr.333, implies 
that more than one scheme for the illustration of the Octateuch was under consideration 
in Constantinople in the third quarter of the eleventh century. 

When it came to devising a cycle for the Octateuch, a simple scheme such as a specific 
number of miniatures per page, folio, quire, or biblical book was not adopted. Instead, 
rather like the provision of catena, the supply of miniatures fluctuates constantly between 
extremes of several per page and several pages of text alone. Like the catena, the illustra- 
tion has an internal logic derived from the narrative. 

To gain an impression of the overall pattern of the cycle, it is possible to compare the 
distribution of miniatures with the number of folios occupied by the various books in 
Vat.gr.747 (see Table 1). The number of chapters (kephalaia) has also been included. It 
can be seen that illustrations in the prefaces, Leviticus, Deuteronomy, and Ruth are 
approximately one on alternate openings; in Exodus and Numbers there is roughly one on 
every opening; in Joshua and Judges there are more than two per opening; and in Genesis 
the number approaches three. The distribution could be further broken down to reveal 
the irregular pattern within the books themselves, but even as it is the situation requires 
explanation, 

One factor that may have played a part is the division of the text into chapters and the 
titles they were given,’ These kephalaia vary in length from a single verse to several 
chapters of the printed text. Sometimes the kephalaion title appears to have influenced the 
artist to include a miniature. A banal example (Fig. 119) is the single-verse kephalaion, 
Numbers 20:1, entitled “Of the Death of Miriam,” illustrated by a standard Death/Burial 
miniature immediately below the text. Slightly more complex is an example in Leviticus 
(Figs. 118, 119) composed of the priest Aaron, the tabernacle beneath a ciborium, and a 
young man bringing an offering of dead birds. The miniature is entitled “The cleansing of 
the leper and the offering of birds” (cf. [у 14:3-4) and ir is located at Leviticus 14:4ff. Its 





25. Buchthal, 1938, passim; Weitzmann, 1971, 26. The series followed is that edited after 
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Tante 1. Number of folios, miniatures, and kephalaia (after Vat.gr. 747) 


Preface Genesis Exodus Leviticus Numbers Deuteronomy Joshua Judges Ruth 


folios 14 59 52 26+! 43–' 33 22 20 4 
miniatutes 6 151 56 12. 34 15 52 46 2. 
kephalaia 0 148 84 62 61 69 30 33 0 
Approximate ratio of miniatures to folios per book: 

<12 3:1 11 1:2 = 12 >21 hl 1:2 


presence may be due to the third kephalaion in Leviticus (Lv 14:1—32), entitled “Of the 
Cleansing of the Leper.” 

That the kephalaion title could have influenced not just the artist of the prototype but 
also could have been of importance at a later stage in the history of the Octateuchs is 
suggested by the alternative miniature supplied by the twelfth-century manuscripts at 
Exodus 2:2 (Figs, 80-82), There the Birth of Moses was substituted for the scene of 
Pharaoh and the Midwives found in Vat.gr,747 (Fig. 79). Exodus 2:1 begins a kephalaion 
entitled “Of the Birth of Moses.” 

The chapter titles are a conspicuous feature on the pages of Vat.gr. 747, where they are 
written in a display script and usually set out at the top or bottom of the Septuagint 
column (e.g., Fig. 2). In many cases we can see that in Vat.gr.747 a miniature appears to 
have been located at the beginning (or sometimes at the end) of a kephalaion rather than 
exactly adjacent to the text illustrated, For example, the story of Gideon slaying Zebah 
and Zalmunna (Figs. 6-8) is told in Judges 8:21-24, but the Octateuchs locate the 
miniature below Judges 8:26. In Vat.gr.747, Judges 8:27 begins beside the top of the 
miniature, and this text also begins a new kephalaion (its title has been trimmed off), This 
layout, it can be presumed, was found in the prototype. 

Although the kephalaia may have been a factor in the plan for illustration, they 
certainly cannot have been the most important one, for many miniatures cannot be 
connected to the chapter divisions and titles, This situation can be contrasted with the 
eleventh-century Vat.gr.333, in which the intention, to start with at least, was to supply 
а miniature at cach of che chapter divisions of the Books of Kings.*7 It has been observed 
that a similar principle was also adopted in the contemporary Gospel Book, Laur. 6.23.28 
But in the Octateuch prototype the impetus to provide an illustration must have been, 
broadly speaking, either narrative or visual. Either the text appeared to demand an 
illustration because it was particularly vivid or an image came to mind as an appropriate 
illustration. Or some combination of these two factors came into play. 

The first of these processes might be termed rhe narrative imperative. As an example, 
the dramatic scene of the deaths of Zeeb and Orcb (Figs. 49-52), discussed earlier, may 


27. Conspicuous in some of the illustrations in du Laur. VI. 23 et sa relation à une liste de titres des 
Lassus, as note 18 above, er, figs. 18-19, 25-26, chapitres,” Byzantine Studies/Etudes. Byzantines, x, 
29-35, 37-39, etc. 1983, 141-73. 
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be cited. For the visual imperative, there are the numerous illustrations of death/ 
entombment scattered through the cycle (cf, Fig. 69). When we encounter scenes such 
as these, with no precise iconographic parallel outside the Octateuchs, we could invoke 
the lost-model hypothesis and suppose that the artist found them elsewhere; but this is 
evasive, and unnecessary. It is more probable that the artist simply adapted stock icono- 
graphic formulae to create these illustrations. There is no intrinsic difficulty in supposing 
that they were devised for the prototype in, say, the 1050s or 10608, 

"This proposal can be supported by recalling briefly the illustrations to the Samson cycle 
of Vat.gr. 746, and the alternative miniatures supplied in the twelfth-century books, 
These were found to consist of simple pictorial units, often remarkably unspecific, or 
commonplace iconographic formulae, such as a birth or death scene. In such cases, the 
proximity of the text that was being illustrated helped to ensure that the miniature would 
be correctly interpreted. There was no necessity to propose additional lost models for 
those scenes. They were new illustrations based on existing formulae and procedures. 

A different situation exists where an illustration in the Octateuchs is found to have a 
close parallel in another context. If the scene is unusual, detailed, and specific, it is 
unlikely, although not impossible, that two artists achieved the same result working 
independently. It becomes necessary then to decide which version has priority: Was the 
scene created for the Octateuchs and then taken into another context, or vice versa? 

So long as it was assumed that the Octateuchs were descended from a model or models 
of the early period, there was some justification for supposing that related scenes in 
different contexts originated in, and were copied from, a lost Octateuch manuscript. But 
once the hypothesis is entertained that the Octateuch prototype was made after 800, 
perhaps с. 1050-75, it becomes necessary to reopen the whole question of these relation- 
ships. In theory, any work in existence by the mid-eleventh century could have served as 
а source for the artist(s) of the prototype. To focus discussion, a single well-known case, 
that of the Cosmas manuscripts, can be considered in detail, 









A Source for the Octateuchs? 


А connection between the Octateuchs and the illustrated manuscripts of the Christian 
Topography of Cosmas was noted already by Strzygowski (1899). 9? Rjedin (1916) consid- 
ered that some of Cosmas's illustrations had been copied by the artists of the Octa- 
teuchs.? The opposite conclusion was reached by Weitzmann (1947)% and his student 
Mouriki (1970), 5 who stated that Cosmas had derived these illustrations from an 
Octateuch (a Pentateuch, according to Mouriki). More recently, the pendulum has 


29. Discussed on page 50. 33. Rjedin, 1916, eg, 357 (on Enoch and 
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swung back in the opposite direction, and Hahn (1979) and Brubaker (1981)?? have 
both argued for the dependence of some of the Octateuch illustrations on Cosmas. A 
further reason for reopening the question is that previous studies have all approached the 
topic not via the Octateuchs but through the evidence of the Cosmas manuscripts, which 
have a shorter miniature cycle and are generally better known. 

Cosmas was a long-distance trader, who retired to live as a monk, and composed his 
Christian Topography in the environs of Alexandria, probably in the 5405.38 It is generally 
accepted that illustrations were always an integral part of the plan for his text, since 
Cosmas frequently refers to them in unequivocal terms (xatayeagh, доски, 
суйшо),9 and the three surviving manuscripts of the full text are all illustrated 
(Vat.gr.699 of the late ninth century and Sinai gr. 1186 and Laur. plut.9.28, both of the 
eleventh century). Mouriki worked on the nineteen images deriving from textual pas- 
sages in the Octateuch.?! Some, such as the Temptation and Fall of Man, were found to 
bear little or no relation to the illustrated Octateuchs,* whereas others were very simi- 
lar. Hahn has added two further scenes with Octateuch connections. 4 The most сопе 
spicuous relationship involves a series of miniatures in Cosmas that are concerned with 
the tabernacle and irs equipment—the Ark of the Covenant, seven-branched candle- 
stick, table, etc. ^6 These reappear in the Octateuchs as a continuous series of illustrations 
to Exodus 25-29, the text paraphrased by Cosmas for his account, which provides the 
specifications for the objects in question. We can focus first on two scenes from this series. 

The Octateuchs all have a miniature below Exodus 25:20 (Figs. 121, 122) showing two 
priests, an old and a young man, flanking the Ark of the Covenant, each with a hand on 
its semicircular top (the propitiatory, or mercy seat), Above are two gold cherubim. All 
three Cosmas manuscripts have a very similar scene at Book V:36 (Fig. 120),47 In general 
compositional terms the scene resembles ones found elsewhere in the Octateuch cycle, 
but in iconogtaphic terms it is unusual because it does not appear to illustrate the adjacent 
biblical text. There is no mention of any priests in Exodus 25, and the ark as drawn differs 
from the prescription of the text (insofar as this is comprehensible). The Christian Topogra- 
phy, however, appears to provide an explanation for these anomalies. The priests are 
there identified in the text below the miniature as Zacharias and Abia, This refers to Luke 
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1:5, where Zacharias, the father of John the Baptist, is identified as being of the priestly 
tribe of Abia. The point is significant within Cosmas's theological scheme, but it is an 
inappropriate anachronism in an illustration to Exodus. No mention is made of Zacharias 
and Abia in the adjacent catena. The shape of the ark, with its semicylindrical top, may 
also be significant to Cosmas, for it is central to his cosmological thesis that the ark 
imitates che universe, and its curved top thus corresponds to the waters above the 
firmament. # The wavy line within the rectangular panel of the ark is also identified by 
inscription as a type of the waters above. 

In those elements in which the Smyrna Octateuch and its sister manuscripts differ from 
Vat.gr.747 (Figs. 121, 122), such as the treatment of the priestly vestments and some 
details of the ark, the twelfth-century Octateuchs align themselves with the Cosmas 
manuscripts (Fig. 120),4? Their similarity extends even to the colors chosen for the 
drapery: for example, in Vat.gr.746 and the Topkapi Octateuch, the younger priest at the 
right (Abia) is dressed in a green mantle, over a short blue tunic, over a long red tunic, 
exactly as in the Vatican and Sinai Cosmas manuscripts. ® In Vat.gr. 747, on the other 
hand, the robes are purple, over green, over blue. If a connection between the Octa- 
teuchs and Cosmas is accepted here, we can say that the later manuscripts reflect this 
relationship more accurately than Vat.gr.747,°! In detail, they (rather than Vat.gr.747) 
would appear to be closer to the image of the prototype. 

More unusual in visual terms in the context of the Octateuchs їз the miniature at 
Exodus 26:28 (Figs, 124, 125). This is a diagrammatic image with no apparent narrative 
elements, It consists of an aerial view of the tabernacle, showing the ark within the Holy 
of Holies, separated by a veil from the Holy, which contains the table and the candle- 
stick. The whole is surrounded by the bars and boards specified in the text (Ex 26:15-30), 
which look like railings, Vat.gr.747 (Fig. 124) differs in substituting the stamnos of 
manna for the table and hangings for the railings, The Cosmas manuscripts have a 
virtually identical miniature at Book V:22 (Fig. 123). As in the previous example, the 
later Octateuchs (Fig. 125) are closer to Cosmas than is Vat. gr. 747; among the Cosmas 
manuscripts it is with Vat.gr.699 that they have most in common. Like Vat.gr.699, the 
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objects and their setting are entirely gilded, and а blue stripe runs round the base of the 
tailings, whereas in Vat.gr.747 the curtains are painted. The Cosmas versions are all more 
accurate than any of the Octateuchs in the number and arrangement of the bars and 
boards.’ Again, the comparison implies that the Cosmas illustration provided the source 
for this particular miniature in the Octateuch prototype. 

Mouriki, however, has argued for the opposite conclusion: that the Cosmas scenes were 
derived from an Octateuch or Pentateuch. Crucial to this interpretation is a hypothesis 
about the origins of the Octateuchs: differences between Vat. gr. 747 and the other Octa- 
teuchs are found to be explicable if we assume that Var.gr. 747 reflects the “original” 
Octateuch iconography, as it existed before the time of Cosmas. The other Octateuchs 
are then found to reflect an iconography influenced by Cosmas (and hence are less 
accurate reflections of the “Octateuch archetype"),5* This thesis is a variant of one 
advanced by Weitzmann, in connection with the Joshua Roll, and will be considered іп 
detail in Chapter 8. It has already been deduced that the Octateuch prototype could not 
have been made in the first half of the sixth century, but the thesis deserves to be tested 
nonetheless. 

For the present, it will be sufficient to look within the cycle of Cosmas-related minia- 
tures in the Octateuchs for evidence of a significant difference between Vat. gr. 747 and 
the other manuscripts in the selection and organization of miniatures, Throughout this 
section of Exodus, spaces of similar size and shape were left in the text at the same points 
in all the Octateuchs. The differences between Vat.gr. 747 and the other manuscripts are 
in the content of scenes, and usually in details only. Thus there is no evidence here of a 
disparity, comparable to that in the Samson cycle, which might imply that the later 
Octateuchs had used a different source ftom Vat.gr.747. 

The artist of Vat.gr.747 has been observed altering or simplifying compositions on 
previous occasions. 99 Now compare three miniatures in rhe Octateuchs with scenes of the 
tabernacle, all apparently derived from a single scene in Cosmas (Figs. 126—132). Charac- 
teristic is che colonnade of the court of the tabernacle, seen in plan as a framing element 
in Cosmas and all the Octateuchs except Мас. рт. 747. In the first miniature the artist of 
Vat. gr. 747 substitutes a completely inappropriate jeweled border for the colonnade (Fig. 
127)! while in the second and third he omits the frame altogether (Figs. 129, 131). The 
jeweled frame is one also used in Vat.gr. 747 as a substitute for a more complex border in 
the illustration of the table, two miniatures before, 8 In the intervening miniature, the 
artist of Vat.gr. 747 omitted the curtains that flank the candlestick in the other Octa- 
teuchs, failing to use the width of the space the scribe allotted for the miniature. These 
and other differences between Vat. gr. 747 and the other Octateuchs, similar to those that 
recur throughout the miniature cycle, are readily explained as a lack of attention to detail 
by the eleventh-century artist. There is no reason to consider them indications of a return 
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to “archetypal” sources. Nevertheless, there may be occasions on which the artist of 
Vat.gr. 747 remained closer to the version of the prototype, if, as 1 have argued above, 
some of that manuscript's miniatures had become difficult to decipher by the twelfth 
century.® But there is no compelling evidence to support the hypothesis thar Vat. gr. 747 
and the twelfth-century Ocrateuchs are based on different models for the Cosmas-related 
scenes. 

Moutiki's starting point was Weitzmann's supposition that a large part of the pictorial 
material required for the illustration of Cosmas was found, as it were, ready-made, in a 
lost Octateuch.*' Вис the hypothesis was refined and modified in two ways: as the one 
miniature in Joshua-Ruth was found not to be closely related to the surviving Octateuchs, 
Mouriki proposed an illustrated Pentateuch as source.® And since evidence was found of 
the influence of the catena on some of these miniatures, it was suggested thar the lost 
model available to Cosmas in the 540s was a catena manuscript. An illustrated Penta- 
teuch catena remains, however, an improbable hypothesis, since the catena appears to 
have been created around the Octateuch (not the Pentateuch),5* and at this early date it 
might well not have been available to Cosmas, In any case, the commentaries from which 
the catena was compiled were all in existence, and theoretically could have been con- 
sulted by Cosmas (ог an artist) in their original unexcerpted form, in the sixth century. 

Underlying this thesis is the assumption that the original illustrator of the Christian 
Topography would һауе copied the miniatures existing in other texts whenever possible, 
rather than developing new ones, that is, the lost-model hypothesis. Yet if we consider 
some Of the orher illustrations to Cosmas, the proposal does not find support. Notwith- 
standing the fact that other cosmologists had illustrated their treatises,“ it is generally 
accepted. that the cosmological diagrams in the Christian Topography must have been 
specially created as illustrations for the text; they were not merely copied from another 
source. At the other end of the scale, some of the scenes found in Cosmas would have 
been well known in other contexts by the mid-sixth century.” It is improbable to suppose 
that an artist would have had to refer, for example, го an illustrated Genesis manuscript to 
know how to paint the Sacrifice of Isaac. What is significant in these cases is how 
Cosmas's illustrator adapted even commonplace images to function in their new context 
in the Christian Topography, notably by the rearrangement of the figures and the use of 
lengthy identifying inscriptions. 

It would be of little help in trying to understand the Christian Topography to analyze its 
text exclusively in terms of a crude division between passages derived from other writers, 
as against original contributions by Cosmas himself, Cosmas had his sources—biblical, 
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theological, cosmological—but he adapted and paraphrased them to suit his unique 
purpose. To understand the miniatures to this text, it may be helpful to think in parallel 
terms, The illustrator was working in the visual language of the sixth century. He too had 
his sources but was well able го adapt and paraphrase images. The result is unique, even if 
some of the constituent parts existed before, 

Some of Cosmas's miniatures could without doubt have been derived from biblical 
sources available in the sixth century, although it is not possible to ascertain exactly what 
these would have looked like. By the mid-eleventh century, when illustrations were 
required for the Octateuch prototype, the Cosmas manuscripts would have been able to 
supply them, But this raises two further issues: Why were particular sources, such as 
Cosmas, chosen? And how did they come to an artist’s attention? 








Underlying much art-historical writing on the use of sources is the assumption that in 
order to find a model a painter needed only to consult the manuscripts of a well-stocked 
library, rather in the way that a research student today might consulr the Princeton 
Index. To assume this, however, is (0 ignore a major practical difficulty, which ought to 
be familiar to those who study manuscripts: until a book is opened and its pages turned, it 
is very difficult to know what is inside, We now rely on photographs or on a written or 
spoken description to guide us. An uncatalogued manuscript or collection is inscrutable. 
Putting this situation in its historical context, we can ask, How would an artist in 
eleventh-century Constantinople have known of the existence of a luxury manuscript, 
like the Vatican Cosmas, for example, and have been able to consult it? 

Illustrated medieval manuscripts were always precious objects. They were usually kept, 
we may assume, in chests, or in libraries, or perhaps on altars, and often under lock and 
key. So who would be aware of what was in those books? Most likely it would be a book's 
owner ог custodian who knew whether or not it was illustrated and what sort of scenes it 
had, supposing he had some interest in books. It was these same owners and custodians 
who would also be the people most likely to commission the production of new books. It 
makes sense to suppose that someone who already knew and possessed illustrated books 
might want the illustration of a new text, either for his own use or for someone else. He or 
she would also be in a good position to discuss the nature of the illustration with scribe and 
artist and to advise on or provide visual models where necessary or appropriate. These 
models would probably come from his or her own collection, or they might be borrowed 
from elsewhere if their existence were known about. When shown an illustration, the 
artist could decide whether or not it was suitable as a model. This sort of activity was a 
natural extension of what is known to have happened when a copy of a text was ordered, 

By referring to scribe, artist, owner, commissioner, custodian, or librarian, there is a 
danger that we hypothesize a situation in which an unwieldy committee appears to have 
been responsible, or even essential, for bringing a book into existence. Is it possible that a 
single individual might have fulfilled several or even all of the roles mentioned above? A 
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well-documented example from the approximate period of the Octateuch prototype and 
Vat. gr. 747 can be considered. 

A certain monk Michael was appointed economos, and then abbot (xatyyotpevos), 
of the monastery of Christ the All-Merciful (тоў Mavouxtiguovos) in Constantinople, 
an institution founded before 1074 by the distinguished jurist and historian Michael 
Attaleiates.” (It is important to avoid confusion between the two Michaels.)”! Attalei- 
ates’ document of instructions (the diataxis of 1077), and later additions to it, records two 
important donations of books to the monastery by Michael the monk, probably in the 
1070s and 10805,72 None of those books can now be identified, but Michael identifies 
himself as the scribe of two surviving illuminated manuscripts of high quality: a copy of 
Homilies of Gregory of Nazianzos with decorated headpieces, dated 1081, now Oxford, 
Christchurch W. gr.6,7 and a Psalter with full-page miniatures, dated 1088, now 
Уле, вт. 342.74 In Vat. gr.342 the illustration was carefully integrated with the complex 
layout of the catena on the Psalter, and the decorative patterns are similar to those in 
Christchurch gr.6,75 suggesting that Michael may have been artist as well as scribe in 
these two books. That he was a shrewd administrator can be assumed in the light of his 
promotion by Attaleiates, but Vat.gr.342 shows him also to have been a learned man, As 
its final preface, before the full-page miniature of David, there are four sets of carefully 
wrought verses on the Psalms, composed by Michael himself and preserved in this manu- 
script alone.’ Also included among the epilogues is a confession of Michael's orthodox 
faith, but this is more conventional in content, although significant in emphasizing the 
personal importance of the book for the man who made.it. The monastery of Christ the 
All-Merciful was a small establishment of only seven monks but probably was relatively 
well endowed.” As it was a new foundation of the 1070s, Michael the monk must have 
received his training elsewhere, A possible clue to his origins is Attaleiates’ provision in 
the diataxis for the abbot of the Stoudios monastery to intervene in certain circum- 
stances; this makes it a possibility, although nothing more, that Michael also came from 
this important center of manuscript production, ® 
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In considering the production of an illuminated manuscript, due regard needs то be 
given to the complex, costly, lengthy, and very varied requirements of the job. But an 
eleventh-century Byzantine like Michael the monk and abbot could have been personally 
involved in, and responsible for, almost all aspects of the process. 

The specific case of Cosmas as a source for the Octateuchs can now be considered. 
Photios, writing in the mid-ninth century, had referred explicitly to Cosmas's treatment 
of the tabernacle. He described the book as a Commentary on the Octateuch.®! But given 
that only a single manuscript of Photius's Bibliotheca of pre-twelfth-century date has 
survived, it is doubtful whether the text was read in eleventh-century Constantinople; 
certainly it was not popular, A literary connection as the catalyst for the use of Cosmas as 
а source for the Octateuchs thus seems unlikely. Probably more significant is the fact that 
two of the three surviving Christian Topography manuscripts were made in the eleventh 
century, perhaps in Constantinople.® This suggests that Cosmas (unlike the Bibliotheca) 
was not only known but enjoyed a certain vogue in the period when the Octateuch 
prototype may have been made. Building one hypothesis on another, we could imagine 
that some of the people involved in the creation of the Octateuch prototype might have 
had direct expetience with producing a Cosmas manuscript. But that is going well beyond 
what the evidence can reveal. Nonetheless, it appears that contemporary interest in the 
production of illustrated manuscripts, rather than learned or antiquarian browsing, may 
have suggested that Cosmas could provide a source for the Octateuchs. 

To posit а link between a work and a possible source is always of interest. But both the 
intention that lay behind the use of that source and the precise means by which the 
connection came about are subjects that require careful investigation. This leads well 
beyond consideration of the iconography of the images concerned and into a variety of 
areas of the social and cultural context within which artists were working. 


Thus far, consideration of the issue of a source or sources for the Octateuchs has focused 
largely on iconographic subjects and the possible derivation of an image's content from a 
particular model. But what of the question of style as a potential indicator of source? Does 
the style of certain miniatures, or groups of miniatures, stand out in such a way as to imply 
the use of a source of a particular type or date? The Joshua Roll might seem to provide an 
instance and will be considered in Chapter 8, For the present, we can note that the 
subject is fraught with difficulties, for reasons that first became apparent in the compari- 
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son of the Vatopedi Octateuch with Маг, от. 746: the later artist was found sometimes to 
supptess his style and sometimes to allow it to surface, but not according to any definable 
pattern. In trying to pursue stylistic arguments among lost manuscripts, therefore, there is 
unlimited scope for error. Yer style is an essential element of art, and so rhe subject is one 
that must not be completely avoided. 

In addition to the many iconographic distinctions that separate Vat.gr.747 from the 
twelfth-century Octateuchs, there is an overall difference in style. This is most conspicuous 
not in the treatment of figures, proportion, or drapery, but in the way that the background 
orsetting has been painted. Broadly speaking, in the later Octateuchs the foreground, and 
sometimes a middle ground, was painted, but the upper part of the miniature, representing 
the sky, was usually left unpainted. In Vat. gr. 747, on the other hand, no blank parchment 
was left, and colored stripes were used systematically to suggest background and sky (cf. 
Figs, 60-82). Since the artist of Vat.gr. 747 appears to have worked rapidly after folio 37 in a 
simplified technique, the balance of probability is that he did not choose to introduce this 
stylistic element. Rather, it was derived from the Octateuch prototype and not reproduced 
in the twelfth-century manusctipts. 

More significant perhaps is the treatment of the background and setting characteristic 
of much of rhe Genesis cycle. Here, instead of the simple stripes of color, the artist of 
Vat.gr. 747 often employed fully painted illusionistic landscapes, with mountains and 
clouds. On occasions these are "imitated" in the later Octateuchs by a plain blue back- 
ground. The complex backgrounds would certainly have required more skill and time го 
paint than mere stripes, and ir seems likely that they were a feature of the Octateuch 
prototype. Such backgrounds are not typical of Byzantine art after Iconoclasm, although 
the Paris Psalter, for example, has some impressionistic landscapes of a related type.94 By 
the second half of the eleventh century, gold (as in some of the Genesis scenes) or plain 
backgrounds were the norm. The illusionistic settings recall those of carly manuscripts, in 
particular some of the miniatures of the sixth-century Vienna Сепезіѕ, 5 They were not 
widely employed in the early period, but they do point toward a source of that approxi- 
mate date. The color stripes too are derived from manuscripts of the early period, such as 
the Vienna Genesis. 5° 

Whereas it is conceivable that such settings could have been developed in the Octa- 
teuch prototype, as elements of conscious archaism, or pastiche, rhis argument appears 
strained. More likely, the post-Iconoclast artists had an early manuscript, containing 
some or all of Genesis, and this was one of the works they took as a model. If it had 
Genesis, however, did it perhaps contain the complete Octateuch? This might seem a 
logical deduction, and must remain a possibility, Биг rhe surviving evidence is against it. 
The positive arguments against a complete early model for the Octateuchs have been set 
out above." There is also a weak argument, ex silentio, that while another early Genesis 
manuscript would have parallels, an early Octateuch would nor. 
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When an artist can adopt or suppress an element of style, much as he might pick up or 
lay down his brush, any analysis has го ђе especially circumspect, In the particular case of 
the treatment of background, an artist need have only a single image to provide a model 
for innumerable scenes. In the case of the Octateuchs this working procedure seems 
improbable for the Genesis cycle but possible for the remainder. Perhaps the color stripes 
were intended to make the rest of the Octateuch visually harmonious with Genesis. Be 
that as it may, conclusions derived from arguments about the style of lost sources will 
always be open to dispute. It is important, therefore, that they remain peripheral to a 
hypothesis, rather than providing its point of departure. 


An Octateuch Recension? 


Thus far, discussion of the prototype of the Octateuchs has considered compositions of 
two types: those for which no single source could be posited, which appeared to have been 
created out of stock iconographic formulae (e.g., images of Death/Burial), and unusual 
scenes, found repeated elsewhere, for which rhe use of a specific model could be supposed 
(e.g, Cosmas). Between these two extremes lies a further category, which also requires 
investigation: the more or less standard iconographic compositions of Old Testament 
illustration, often going right back to the early period, such as, for example, the Exodus- 
based Crossing of the Red Sea. No single model can be cited for such scenes, and many 
related examples can be found in varied contexts. While it was held that the Octateuchs 
were descended from an early manuscript, chere were some grounds for passing over these 
scenes with little comment. Iconographic relatives were simply assumed to reflect a lost 
Octateuch, ог to provide evidence of an "Octateuch recension." But redating the Octa- 
teuch prototype also calls this thesis into question. Was there an Octateuch recension six 
centuties (or more) before the Octateuchs were made? And what exactly is implied by 
using the term “recension”? 

Recensions ate encountered relatively frequently in iconographic studies. To those art 
historians who employ the term, its meaning may be obvious, yet it seems never to have 
been defined. This is surprising, for the term is by no means a neutral description: it 
implies a particular view of the very origins and nature of iconography and the working 
practices of artists. 

As commonly used, the pictorial recension is characteristic of a philologically-based 
analysis of narrative imagery, most familiar through the work of Weitzmann. In text 
criticism, a recension represents a particular version, often one resulting from a revi- 
sion.88 А text's various recensions can be seen as the branches of the family tree into 
which it may be possible to divide it. By extension, if the illustrations of a particular text, 
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say, Genesis, appear to fall into various “families,” these may be termed “pictorial 
recensions."? Hence we have the Cotton Genesis recension, the Vienna Genesis 
recension, the Octateuch recension, and so оп.® In each case the family is allowed to 
grow so as to include works related on purely visual grounds: the Cotton Genesis 
recension, for example, includes the Genesis mosaics of San Marco and the Genesis 
ivoties of the Salerno antependium, works without any Genesis text, ?! 

To investigate further the nature of the "Octateuch recension,” the well-known scene 
of the Crossing of the Red Sea can provide a test case (Figs. 133-41).9 The miniature in 
the Octateuchs at Exodus 14:31—15:1 illustrates rhe moment when Moses stretched out 
his hand, and the returning sea overwhelmed the chariots and horsemen of Pharaoh's 
army (Exodus 14:27-28), The miniature is a horizontal rectangle. Moses, at the right, 
turns back toward the scene of destruction; the waters engulf soldiers, chariots, and 
horses. The figure of Pharaoh himself, identified by his armor and diadem (and a green 
halo in all but Vat.gr. 747), is dragged forward by a naked figure, In the background is a 
personification of Night (cf. v. 20). At the right is the pillar of fire (у. 24). A seated 
personification, to be understood as the desert (see below), looks back toward the sea, 
which is personified as à woman holding an oar or rudder. Further characteristic details 
are the boy їп the foreground, whose head is seen upside down, and a second child, 
catried on an adult's shoulders, with one leg visible. The somewhat smaller composition 
in Vat.gr. 747 (9 х 15.8 cm, as against 12.5 X 21,5 cm in Маг. от. 746) appears simplified 
and lacks some of the personifications and other details. 

"The Octateuch composition is found in two famous carlier examples: the Paris Psalter 
of c. 950-75 (Paris. gr. 139, Fig. 137)?! and the Leo Bible of c. 930-40 (Var.reg.gr. 1, Fig. 
138). In these two cases the scene is adapted to different formats. In the Psalter it is more 
or less square, and divided horizontally into two registers, with Moses and the Israelites 
above and the Egyptians below. In the Bible, the scene forms part of a more extensive 
narrative illustration, is divided in a similar way, but the upper part is only half the width 
of the lower. Most of the characteristic figures and poses of the Octateuchs are found in 
these two examples, but the personification of the desert looks to the right rather than to 
the left. The different stances of Moses in the Paris Psalter and Leo Bible parallel the 
different solutions used in the Octateuchs. Closely related, although again composed 
slightly differently, is the scene in the Paris Gregory of 880-83 (Paris.gr.510).94 There it 
appears compressed, and the dancing figure of Miriam has been added at the right (cf. Ex 
15:20). 

If we now move back into the early period, we find that much of the iconography of 
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this scene already had been established by the fourth century. Two similar versions are 
found in different cubicula (C and ©) of the Via Latina catacomb in Rome (Figs. 140, 
141). The figures are arranged in a horizontal format resembling the Octateuchs. 
Pharaoh’s fall is also comparable, but the characteristic personifications and children are 
absent. The children, however, are found in the otherwise less closely comparable Cross- 
ing Sarcophagi (Durchzugssarkophage), presumed to be Roman products approximately 
contemporary with the Via Latina рат пр, In Roman art, similar children in family 
groups can be traced right back to the Ara Pacis." 

Two further carly examples in monumental art are less like the Octateuchs, In the 
mosaics at S. Maria Maggiore in Rome (432-40), the relation of the Israelites and the 
turning Moses to the water is similar, but the treatment of the sea, and the Egyptians, 
setting forth from a walled city, are quite dissimilar. ® The scene is a vertical rectangle 
with the action moving in the opposite direction, from right to left. The reversal of 
direction is also found in the Crossing fresco in the Synagogue at Dura (before 256). 
The Dura scene (Fig. 139) looks completely different. Two gigantic figures of Moses 
dominate the composition. They stand on the dry ground in the center of the sea. One 
turns to the right to command the destruction of the Egyptians, who flounder in the 
water. The figures have no armor, and horses and chariots are absent. The second Moses 
turns to the left and restrains a narrow band of sea and fish in the foreground. An army of 
Israelites, with spears, shields, and chain mail, march over, and behind them twelve 
figures carry standards to represent the twelve tribes, At Dura the scene emphasizes the 
contrast between the military strength of the Israelites and the helplessness of Pharaoh's 
men. This is exactly the opposite to the Roman, and later Byzantine, interest in the 
contrast between the fall of Pharaoh’s mighty army and the family groups of fleeing 
Israelites. 

If we now move forward in time, the Crossing of the Red Sea is found to have enjoyed a 
rather different fate in the West, as against the East.!° In monumental art, there was 
relatively little interest in the scene after the early period, Manuscripts provided the main 
context, and here there were two principal options: the scene might be used as a frontis- 
piece to Exodus or as an illustration to the Ode (Canticle) of Moses (Ex 15:1-19). In the 
East, it was its function as an Ode illustration which ensured that it was often included in 
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illustrated Psalters. !°! These provide most of the close relatives to the Octateuch version. 
The scene is even found in the early fourteenth century in an Islamic context, as an 
illustration to the “History” of Rashid al-Din.!?? And in the hybrid culture of South Italy 
in the eleventh century, an illustrated Byzantine Psalter is likely to have provided the 
model used at Monte Cassino for the Crossing of the Red Sea in the Ехшігег Roll, BL 
Add. 30337.!9 There may have been a similar source for the image in the Bari Benedic- 
tional, for which Belting tentatively proposed a Byzantine Octateuch model, 1® In this 
case the argument appears to have been influenced by a contemporary document from 
Bari, which refers, among other liturgical books and objects, to donation of an octayco. 105 
This is not, however, a reference to an Octateuch, but rather to the Byzantine musical 
manuscript known as the охтотҳос (Oktoechos).!06 

In the West in general, the history of Psalter illustration followed a different course, the 
Canticles received relatively little attention, and illustrated Bibles did not focus on this 
single composition for Exodus.'°? An exception is provided by а small group of important 
mid-thirteenth-century manuscripts. These include the Arsenal Bible, a French transla- 
tion of Old Testament excerpts, with frontispiece illustrations, made in the Crusader city 
of Acre;' various versions of the Parisian Bible Moralisée;! and the cycle of Old 
Testament miniatures, Morgan M 638, also associated with Paris. 19 Their versions of the 
Crossing of the Red Sea are not identical, but they include most of the characteristic 
elements of the Byzantine composition, Some details, such as the conversion of the 
Egyptian chariots into four-wheeled carts, are unlike the Eastern examples. [п considering 
these scenes both Buchthal and Stahl have emphasized their closeness to the Octateuch 
суре ГА single further exception is the fresco by Rosselli in the Sistine Chapel (1481— 
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82), which bears а general resemblance to the old formula, and a specific similarity to the 
mosaic version in S. Maria Марріоге. 12 Ettlinger has argued for the self-consciousness of 
the similarity, given the desire in the first decoration of the Sistine Chapel to reflect che 
complex programs of the early churches of Rome.!!? This explanation appears cogent. 

Thus far, the position is relatively straightforward. It becomes more complex, however, 
when it is observed that for other scenes both in the Sistine Chapel and at Dura a much 
closer relationship with the Octateuchs has been proposed. For example, in the Sistine 
fresco of Moses in Egypt and Midian by Botticelli,!'4 the scene of his Meeting with the 
Daughters of Jethro is so unusual in its treatment, and so like the Octateuch version, that 
Ettlinger concluded that Vat.gr. 747 or Vat. gr. 746 had been used, directly or indirectly, as 
а source. 115 At Dura, Weitzmann has pointed to the similarities between the scene of 
Pharaoh's Order to the Midwives and the miniature in Vat.gr. 747 (Fig. 79).!!6 This led 
him to conclude that the iconographic cycle of the Octateuchs (the Octateuch recension) 
was already in existence by this date, !!? These observations raise a question of method. ТЕ 
an iconographic connection between a manuscript and a monument is found to exist in 
some scenes but not in others (for which a manuscript source could have provided a 
model), how is the situation to be explained? Does one related scene weigh heavier in the 
ајапсе than one or more unrelated scenes? To pursue such questions, we need to 
examine further the concept of the recension, 
The theory of a pictorial recension, in the broad sense in which it includes everything 
from entire manuscripts to single scenes in other media, depends on two hypotheses. 
First, that it was in and for manuscripts that most narrative illustrations were invented 
and developed, 8 And second, that these cycles of illustration were created for the most 
part in the early period. 19 Working from these hypotheses, it follows that scenes in the 
Via Latina catacomb, or in the Dura Synagogue, are to be understood as copies, ot 
reflections, however distant, of the images of some lost manuscript. When parallels are 
found in the Octateuchs, the theory supposes that their cycle was in existence, and 
referred to, in the early period, Pursued to its logical conclusion, the theory suggests that 
even a single connection (one visual quotation) can provide evidence of the existence of 
an entire cycle. Thus the Dura Synagogue сап be taken to imply that the illustrated 
Octateuch might have been developed in the world of hellenized Judaism and even 
predate Christianity, 29 

То understand how this far-reaching hypothesis on the use of illustrated manuscripts as 
the basis (or monumental cycles became established, we have to go back to the nine- 
teenth century. In 1889 the Finnish scholar Tikkanen published a study demonstrating 
the dependence of the early thirteenth-century Genesis mosaics of San Marco in Venice 
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on the miniatures of the fifth-century Cotton Genesis manuscript. !?! Tikkanen supposed 
а number of intermediaries between manuscript and mosaic, (22 bur the connection is now 
believed to have been direct. 23 This relationship bore out what he considered to be а 
normal practice, and the case of San Marco and the Cotton Genesis has often been 
considered paradigmatic. 124 Further attempts to discover comparable relationships, how- 
cver, have proved largely unsuccessful. An exception is Grabar's demonstration that the 
late eleventh-century wall paintings in Saint-Julien at Tours were based on the illustra- 
tions of the seventh-century(?) “Ashburnham” Pentateuch (Paris.nouv.acq. lat. 2334). 125 
Yet this lack of evidence has not discouraged scholars from making assumptions about lost 
manuscript sources for many narratives in other media. 

Was Tikkanen's supposition correct? Subsequent research has tended to emphasize how 
unusual the situation at San Marco was. Those who planned the Venetian cycle did not 
take just any manuscript to use as a source; in selecting the Cotton Genesis they must 
have been aware that they were using a model of great antiquity. In Tours as well, the 
huge uncial manuscript they used must have been valued not merely as a repository of Old 
Testament iconography. Perhaps we should set aside the assumption that medieval artists 
normally undertook to reproduce the illustrations of a book in some other context, while 
allowing a few exceptional cases. The lack of further examples of such relationships does 
not then have to be explained away as the result of accidents of survival. This revision of 
Tikkanen's view may hold true for the early period as well. Specifically, in the case of the 
Octareuchs, the evidence for the existence of their cycle in the early period is at the same 
time very fragmentary and inconsistent. Certainly some of their scenes were already in 
use, and these were still known, or available, when the Octateuch prototype was created 
in the eleventh century, But demonstrable iconographic connections argue for a knowl- 
edge in the early period of only a tiny fraction of the cycle. 

There is, nonetheless, one certain example of the use of the Octateuchs as a model in 
monumental art. This has, to my knowledge, not been noticed before. The omission is 
surprising, because the evidence is to be found in one of the most frequently visited sites 
in Italy, the Baptistery of the Duomo of Florence. Among the late thirteenth-century 
mosaics, in the top register of the southeast segment of the octagonal dome, are three 
panels with the Death of Cain, God's Instruction to Noah, and the Building of the Ark 
(Fig. 142). Comparison shows that the first two are remarkably close to miniatures in the 
Octateuchs (Figs. 142-45), both in overall composition and in iconographic detail, That 
the Octateuchs provided the model for these two scenes can hardly be doubted. Yet the 
situation is not straightforward. 

At the bottom of the three panels in question is a mosaic inscription (Fig. 142): opus 
A. Vbi мсммі, This testifies to a restoration of the panels under the artistic direction of 
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Arturo Viligiardi in 1906. 6 It is known that when Viligiardi began, the area had already 
been completely reworked in the disastrous restoration of 1820—23. 17 The content of the 
panels seems to have been known, 28 but Viligiardi had to establish the precise details of 
appropriate iconography and style. In this he was assisted by the art historian Adolfo 
Venturi, 129 When given the commission in 1904, Viligiardi was working at S. Paolo fuori 
le mura in Rome, and he wrote to Florence saying that he had set himself to study 
mosaics, and miniatures, in the Vatican Library. ° It was Venturi, we may assume, who 
pointed Viligiardi not just toward the Vatican but to the Octateuchs in particular, for in 
his Storia dell’arte italiana. и (1902), he had discussed the manuscripts and reproduced the 
miniature in Vat.gr.746 of God's Instruction to Noah (see Fig, 144). !?! Viligiardi looked 
carefully at this illustration and at the same scene in Vat.gr.747, and the resulting 
composition owes something to both (Figs. 142-45). The Noah is from Vat. gr. 747; his 
sons are taken from Vat.gr.746, except the head of the first, for which Vat.gr. 747 pro- 
vided the model. For the previous scene of Lamech killing Cain (Fig. 142), Viligiardi 
followed the better-preserved version of Vat.gr. 746 (Fig. 145).1 But for the Building of 
the Ark, the Octateuchs were found not to provide a suitable model, and Viligiardi 
appears to have adapted the version at Monreale, Perhaps this is the "study of mosaics” 
to which he refers in his letter of 1904. 

The reason Venturi suggested the Octateuchs as a source for the restoration of the 
Baptistery mosaics is not hard to imagine. Tikkanen's recent work on the Cotton Genesis 
and San Marco was certainly known to him. 194 What could seem more appropriate than 
to search for а venerable Greek manuscript to use as а model in Florence? For Venturi and 
Viligiardi, this was only to repeat what they imagined to have taken place in the Middle 
Ages. So the hypothesis came full circle: the assumption that a manuscript would have 
provided the original model led to the use of a manuscript for the restoration. Art in a 
medieval style was created to fit a modern theory. 

The iconographic recension, like the lost-model hypothesis, may at first seem to 
provide an attractively simple explanation when a connection is perceived between works 
of widely differing type and date, But the terminology is highly tendentious. When the 
Octateuch prototype was created, in the eleventh century, as seems probable, a number of 
scenes that must have been well known to contemporary artists were included. When 
such a scene is found outside the Octateuchs, particularly at a much earlier date, there is 
no justification for extrapolating the existence of other Octateuch scenes, let alone the 
full cycle. In the end, every case of an iconographic connection ought to be investigated 
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empirically, as Ettlinger did for the Sistine Chapel. If the Octateuch recension exists, that 
is because it contains those manuscripts studied here. The use of the term recension in 
any art-historical context should always be closely questioned, and indeed is best avoided. 


An Octateuch Archetype? 


Ап iconographic theory that involves the hypothesis of recensions has a further stage in 
its prehistory—that of the archetype. In terms of the Octateuchs, this means the “Octa- 
teuch archetype,” a hypothetical illustrated manuscript that existed before the Via Latina 
catacomb, even before Dura, and in which were brought together for the first time the 
scenes of the "Octateuch recension." The term archetype, whether or not applied to the 
Octateuchs, is pregnant with implications of far-reaching significance. 

It should come as no surprise to discover, first, that archetype is а term borrowed from 
textual criticism, and, second, that it is now used in a different way by philologists and art 
historians. For Weitzmann, the concept of the archetype is never precisely defined, 
although it appears to mean, as it does in common usage, the first or original version of a 
particular scene or cycle. This definition would probably have been acceptable to a 
philologist in the late nineteenth century, but since then it has proved to be too restric- 
tive to cope with the surviving evidence. For the text critic today, an archetype represents 
only the oldest witness of a textual tradition in the form in which it has come down to 
us, 136 In a complex tradition, this means there may be several archetypes for a single text. 
Hence the need to posit prearchetypes, subarchetypes, hyparchetypes, and so оп, ?? The 
idea that the archetype could be considered the "Ur-text," as ir may be supposed to have 
left the author’s pen, had to be abandoned when it became clear that in many cases an 
Ur-text could never be recovered. But by using the term, art historians are implying that 
for them the notion of a single original version still has validity, 

It might be argued that the “Octateuch archetype” is a hypothesis about such a vague 
and distant stage in the history of illustrated manuscripts that it ought to be passed over 
with little comment. Does it really make any difference whether or not there was such à 
manuscript, or what exactly it might have looked like? Yet this is to dismiss a genuine 
issue: for those who propose such archetypes, the subject is important. It must be given 
due weight. 

Let it be supposed, for the purpose of discussion, that there was an Octateuch arche- 
type. Perhaps it was made somewhere between Antioch and Alexandria, It was a Greek 
manuscript, perhaps even predating Christianity, a product of the world of hellenized 
Judaism. What we should like ro know about this book is what it looked like and how it 
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was made. To gain some idea of the appearance of its illustrations, later monumental or 
miniature art might be taken to provide some guide. Among other scenes, it had, let us 
say, the Crossing of the Red Sea. This episode had never been illustrated before, so the 
artist invented the original, archetypal image. Such a process was repeated for all the 
scenes the archetype is assumed to have included. 

One vital element missing from the theory sketched out above is the artist. In suppos- 
ing the production of an illustrated text, one must presuppose an artist. Unless the theory 
is taken tight back to Neanderthal Man, it has to be assumed that the artist, even if no 
one had ever illustrated rhe Crossing of the Red Sea before, was already trained and active 
as a painter, So what sort of things had he been painting? This can only be surmised. How 
did he approach the task of illustrating the Old Testament for the first time? By applying 
what he had learned on previous commissions? Maybe he had painted, or seen, some 
composition that had elements which suggested to him how to organize the Exodus 
image. He took some formulae, added, subtracted, moved things around, and achieved a 
visually satisfying solution, But was the result an archetype? What of the images the artist 
had run through in his head? Were these the archetypes of the archetype? 

Now suppose, again for the purpose of discussion, that over the centuries the single 
archetype we have posited was copied and reproduced, excerpted and adapted, mutilated 
and misunderstood, until the image of the Crossing of the Red Sea was known throughout 
the world, What was the relation of any of these scenes to the archetype? Which 
reproduced it most accurately? As every Crossing of the Red Sea was slightly different, 
was each one merely an incompetent attempt to reproduce the archetypal image? 

It is self-evident thar at some point in history every image that has survived had (о be 
created, It is also true, if banal, that this must have happened at the time of, ог before, 
the earliest surviving such image. But as soon as we move into the discussion of lost 
images, we enter the world of the imagination. It is observable that there are many 
surviving images from the Middle Ages but relatively fewer from earlier periods. It is 
therefore hard to see the logic or attraction in the assumption that surviving images, no 
matter what their date, were for the most part developed in the early period. 

It would be wrong to leave the subject without considering briefly why in the past so 
much effort was expended on trying to discover and describe what lies behind the 
surviving material. As with Tikkanen's influential work on San Marco, the answer is 
found in the nineteenth century, particularly in two of the greatest achievements of 
Germanic scholarship: Altertumswissenschaft and Textkritik, the study of antiquity and 
textual criticism. The one implied the superiority of classical culture over what followed, 
while the other appeared to promise the recovery of an author's words. Taken together, 
scholars were often able to proceed from medieval copies and texts backward to the 
classical world. To some extent, therefore, it was an obvious extension of this activity to 
apply similar principles and methods to the visual arts, to scour late antique and medieval 
sources, in whatever language or context, in search of evidence about art in the classical 
world. 

So much of the language in use about medieval art is derived from this philologically- 
based approach that it is difficult to avoid speaking of models and copies, prototypes and 
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recensions, sources and archetypes. But I have argued here that this vocabulary, the 
procedures involved, and the underlying assumptions that support this method of study 
ought to be constantly questioned and often set aside. They suggest a pattern of medieval 
working that is not borne out by the evidence, It is the purpose of the next chapter to 
demonstrate what these conclusions imply for further art-historical hypotheses. 





8 TESTING HYPOTHESES: 
The Joshua Roll and the 


“Macedonian Renaissance” 


Une fois occupé de ce travail j'ai voulu développer quelques utres idées qui 
те sont survenues et ne m'ont [as semblé sans une certaine utilité 
jamin Constant! 





Hypothesis. 4. A supposition in general; something supposed or assumed to 
be true without proof or conclusive evidence; an assumption. 
— Oxford English Dictionary 





In examining the Octateuchs it has been necessary to abandon simplistic 

assumptions about how artists worked in view of the complex pattern that 

has emerged from the evidence. On the face of it, this might appear a 

more striking adjustment than the clarification of the relationship be- 

" І tween the manuscripts and their supposed models and sources, which was 

the result. A skeptic might go so far as to propose that the clarification amounted to little 

more than the refining of earlier hypotheses to take account of new observations. It is 

time, therefore, to put hypotheses about the Octateuchs to the test. To avoid accusations 

of narrowness or parochialism, we can focus on a work of art and a theory both of which 

are thought important in any consideration of the significance of the visual in Byzantium: 
the Joshua Roll and the “Macedonian Renaissance.” 

There was a time when the nature of the relationship between the Octateuchs and the 

famous Joshua Roll, Vat, palat.gr.431, was a hotly debated issue.? Weitzmann had reached 
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а number of radical conclusions. According to him, the Roll was not a copy of an earlier 
rotulus but an original creation of the tenth century; its picture frieze was based on the 
miniatures in an illustrated Octateuch manuscript; Vat.gr. 747 reflected that lost Octa- 
teuch model, but not the Roll itself; the later Octateuchs, however, were derived from a 
model that had been influenced by the Roll; and the artist of the Vatopedi, while 
remaining close to the scheme exemplified by the twelfth-century Octateuchs, had 
looked at the Roll directly.* The last of these points was certainly correct, as we have seen 
in Chapter 5. But much of what Weitzmann wrote was fiercely challenged by Tselos, ° 
Unfortunately, Tselos focused his attack almost entirely on that selection of evidence 
from the Octateuchs that Weitzmann had chosen to present, and thar was, not surpris- 
ingly, calculated to support his (Weitzmann's) case. The result was rhat further debate was 
discouraged, and since 1950 the Joshua Roll has attracted little fresh attention, But in 
1984 a new facsimile of the Roll was produced,’ and this is certain to stimulate renewed 
interest, 

In reopening the question of the relationship between the Octateuchs and the Joshua 
Roll, it is necessary to go beyond the polemic of Weitzmann and Tselos.? To do this will 
require the presentation of evidence from the Octateuchs that was passed over in the 
1940s, while bearing in mind the conclusions of previous chapters. 

The Joshua Roll now consists of fifteen sheets of parchment of irregular width, varying 
between 42 and 89.5 ст. Until 1902 these sheets were pasted together to form a 
continuous strip, 30 to 31.5 cms high and 10.64 meters long. Although this was without 
doubt the original arrangement, the evidence of the Vatopedi Octateuch implies that the 
Roll may have been broken in one place, or even already in separate sheets, by the late 
thirteenth century.!! The recto carries a painted frieze, illustrating Joshua's conquest of 
the Promised Land, with a contemporary text below, consisting of passages of varying 
lengths excerpted from Joshua 2:15-10:27.12 Both text and illustration ignore the physi- 
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cal divisions of the Roll, except between sheets VI- VII. The texts on the first and last 
sheets are incomplete, indicating that at least one further sheet has been lost from each 
end of the Roll. There are blank spaces left in the text at places (e.g., Fig. 160), 
corresponding to the length of omitted words. They imply that the scribe's model was 
occasionally illegible. There are comparable omissions in the picture frieze. For example, 
on sheet X (Fig. 172) above the spaces left by the scribe are curious disembodied heads 
and limbs. They imply that the artist was also copying a model at this point, and that it 
was also in part illegible. Since the text with its spaces is itself composed of excerpts, 
selected to correspond to the frieze above, У rhe implication is that the Roll is a careful 
reproduction of a similar object, № not, as Weitzmann proposed, a new creation. The lost 
model will пог be of concern at present, although it may be noted that a seventh-century 
date, and a possible connection with the campaigns of Heraclius that led to the recapture 
of the Holy Land, has been proposed, ^ and that date remains plausible. The surviving 
Roll, it is now accepted, was made in Constantinople in the tenth century. ® It is 
therefore about a hundred years older than Vat. gr. 747. 

In defining the relationship between the Roll and the Octateuchs, we have to consider 
in the first instance whether Vat. т.747 at this point represents a different branch of the 
tradition. Was it only the other Octateuchs, as Weitzmann has proposed, that were 
influenced by the Roll? Consideration of other parts of the Octateuch, such as the 
Samson cycle,! has indicated the sort of striking disparities between the manuscripts that 
might indicate a change of models, or the use of a different model. The other type of 
disparity encountered has been typified by alternative miniatures, supplied at the same 
point in the text. Do we find any discrepancies of this type in the Joshua cycle? 

Except in one case, throughout the Joshua cycle the Octateuchs all have miniatures of 
similar size and shape at the same location, with closely related content. The exception is 
the miniature of the Destruction of Jericho in the Vatopedi, considered above. ? There is, 
then, no reason to suppose a genealogical distinction between Vat.gr.747 and the other 
Octateuchs. On the contrary, the evidence of the many large, irregularly shaped, and 
complex miniatures implies that all the manuscripts depend on their common model in 
the usual way. We must then ask what evidence led Weitzmann to his alternative hypothe- 
sis. To do this, we shall have to go over some of the same ground as he did, testing the 
evidence he brought forward. 
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The Octateuchs all have a miniature in two registers that depicts the priests carrying 
the ark dry-shod across the Jordan, and, below, Joshua ordering the Israelites to set up 
stones as a memorial (Figs. 147-50). [п Vat.gr.747 (Fig. 147), the artist omitted a river 
god at the top right and a crowd of Israelites following the ark at the left in the upper 
scene, which we find in the other versions, The lower scenes are very similar, except that 
the Vatopedi artist modified the treatment of Joshua and the Israelites who carry stones,2° 
by direct reference to sheets П-Ш of the Joshua Roll (Fig. 146). The Octateuchs all 
locate the miniature beside Joshua 4:9ff., suggesting that it was their intention to illus- 
trate Joshua 3:17 and 4:9, the stories of the crossing of the Jordan and of how Joshua 
instructed that stones be set up in the middle of the Jordan to mark the place where the 
priests had stood. There is nothing intrinsically difficult or confused about this miniature. 
It is rather well constructed: the way that in all but Vat, gr, 747 the river runs down the 
right side of both scenes, piling up in the bottom corners, effectively conveys the biblical 
narrative. And all the Octateuchs, by placing Joshua and the pile of stones immediately 
below the priests and the ark, neatly suggest how the monument was set up in the very 
place where the priests had stood. 

On turning to the Joshua Roll (Fig. 146), we find something rather different. There arc 
two distinct scenes, as suggested by the two passages of text below. The first excerpt is 
from Joshua 3:17—4:2 and recounts how the priests stood in mid-Jordan and twelve men 
picked up stones from the place. In the illustration above, we see the priests and the ark, 
with the river god above, and behind them the men lifting the stones. The second 
excerpt is from Joshua 4:11—13. This is rather unspecific but mentions that the two and a 
half tribes crossed over, armed, in front of the Israelites. Above, Joshua leads the armed 
soldiers, who are followed by men carrying stones. The scenes in the Joshua Roll, like 
those in the Octateuchs, are thus perfectly comprehensible in terms of the texts adjacent 
to them. 

Our initial deduction from this comparison of the Joshua Roll and the Octateuchs 
might thus be that some of the elements are common to both, but since they do not 
illustrate che same events in the second scene, they are not closely comparable at that 
point. We can contrast the following miniature, where the versions in the Joshua Roll 
and all the Octateuchs are very similar (Figs. 146, 151—55). Joshua places the top stone 
on the monument erected at Gilgal, identified by a personification above (Jos 4:20). 
Behind him are the Israelites, soldiers to the fore. In the Vatopedi, the personification 
and the pile of stones have been improved by reference to the Roll. The Roll has the text 
of Joshua 4:20-22 below, whereas all the Octateuchs place it at the text break at Joshua 
5:1 (two verses later). In this case it is apparent that all the artists are illustrating che same 
event, and doing it in a very similar way. 

Now consider Weitzmann's discussion of the previous miniature,?! which has itself 
given rise to an extraordinarily confusing debate.” Ignoring the adjacent texts in both the 
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Roll and Octateuchs as indicators of what was being illustrated, he proposes that the 
Israelites in the Joshua Roll are not picking up stones, as the text of the Roll says, but are 
laying them down to build an altar (which is what the Octateuchs show).’4 Then, in 
order to emphasize the differences between Vat.gr. 747 and Vat. gr. 746, something extraor- 
dinary happens. The miniature in Vat.gr.747 (Fig. 147), which is composed of two 
registers exactly as in the other Octateuchs (cf. Fig. 148), was divided into two miniatures 
for reproduction in his monograph. Two photographs must have been used (or the same 
photograph twice), for the first scene appears to have a framing line at the bottom edge, 
and the second has a similar line at the top edge, although in the original manuscript the 
two scenes are divided by only a single line. Having divided the two scenes, they are then 
reproduced on different pages as his figures 8 and 10. No one looking at these illustrations 
could possibly deduce that figures 8 and 10 are related to each other in exactly the same 
way as the upper and lower halves of the miniatures in his figures 11 and 12.75 Surprise 
ingly, an argument is then built on the "evidence" thus created, explicitly drawing the 
reader's attention to the significant difference between the versions of Vat.gr. 747 and 
Vat. gr. 746,76 a difference largely created by a pair of scissors, and not to be found in the 
manuscripts themselves. 

[t hardly needs to be said that, as a method to pursue, manipulation of the evidence of 
the original in such a way is unacceptable. So let us set this example aside and consider 
Weitzmann's analysis of a different case. This time we will work іп the opposite direction, 
first putting forward his interpretation, before testing it against the manuscripts. Our 
discussion will focus on two visual units in the Joshua Roll and two separate miniatures in 
the Octateuchs. 

The first scene (Figs. 156, 157) is discussed by Weitzmann as an illustration of Joshua 
3:9-14, in which it is recounted that Joshua set out for the Jordan with two groups of 
Israelites.2? The second scene (Figs. 158, 159) is taken to be an illustration of Joshua 
3:14-16, in which the priests carrying the ark reach the Jordan.?? Weitzmann emphasizes 
how, in the Octateuchs, especially Vat.gr.747 (Fig. 158), the priests have advanced right 
up to the river, whereas in the Roll (Fig. 146) the river is entirely omicted.?? This 
omission he considers an obvious mistake (“iconographic inexactitude").?? The miniature 
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is thus found to support his theory that the Roll is a rather imprecise copy of an illustrated 
Octateuch. 

"The first rask in questioning this analysis must be to see the miniatures in relation to 
their adjacent rexts, which, it can be assumed, аге likely to provide a valuable insight into 
their function as illustrations." If we look first at the Roll (Fig. 146), we find that the two 
scenes are in fact only one long composition, stretching across the join of sheets I-II. 
This becomes apparent when the accompanying text is considered, for it runs continu- 
ously in two lines across the join, below the whole composition. The text is Joshua 3:6-7 
(not Joshua 3:14-16), which narrates how Joshua ordered the priests to take up the ark 
and move to the front of the people.” Bearing the text in mind, we can see that this is 
exactly what is illustrated above: the priests, carrying the ark, are moving along at the 
front of the people, who are led by Joshua. The Octateuchs all have two miniatures at 
agreed points in the text, with similar iconography (Figs. 156-59), In the first miniature, 
Joshua leads the Israelites. This is placed below Joshua 3:6, as in the Roll, but deprived of 
the priests and ark it no longer illustrates this passage satisfactorily. The priests and ark 
have been separated and now appear as the second miniature at Joshua 3:15 (Figs. 158, 
159), the text that records how they reached the Jordan. The river is seen at the right and 
across the bottom of the miniature. 

Considering the scenes in relation to their accompanying texts, we are thus led to an 
alternative to Weitzmann's hypothesis. The composition in the Joshua Roll is perfectly 
satisfactory as an illustration of its accompanying text. The Octateuchs divide the scene 
into two parts, locating the first at the point suggested by the Roll, but moving the 
second, and adapting it by the inclusion of the Jordan, so that it illustrates a different 
text. The anomaly in the Octateuchs of placing what appears to be an inappropriate 
Illustration at Joshua 3:6 is explained by reference to the Joshua Roll. 

It is unnecessary here to consider every miniature in the Joshua cycle in this way. But it 
remains to consider the precise nature of the relationship to the Joshua Roll. Was the Roll 
а visual source consulted by the artist(s) of the common model of the Octateuchs, their 
prototype? Or was the situation in some way the reverse? To answer these questions we 
must look more broadly at the manuscripts. 

As we turn the pages of one of the Octateuchs, the Joshua cycle catches the eye as a 
relatively densely illustrated section after the sparser treatment of the books of Leviticus, 
Numbers, and Deuteronomy, Whereas in those books an opening with a miniature on 
both pages is а rarity, we can, for example, open Vat.gr. 747 at folios 2237—2247 and see 
three miniatures on the left page (Fig. 89) and two on the right. But in a general way the 
Joshua miniatures resemble those found throughout the Octateuch cycle: they are ar- 
ranged within the text in the same fashion, and their sizes and shapes can for the most 
part be paralleled elsewhere. Closer examination, however, does suggest that some minia- 
tures here are significantly different, both compositionally and as illustrations of the text. 
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Consider, for example, the illustration of Joshua’s altar on Mount Ebal (Jos 9:2a—2b [A. V. 
Jos 8:30—31]). ^ The miniature is a broad rectangle of similar size and shape in all versions 
(Figs. 161, 162). 5 It shows Joshua in prayer, with a group of Israelite soldiers behind him, 
partially hidden by the slope of a mountain. At the right is the altar with a burning 
sacrifice on top. All the manuscripts except Vat.gr. 747 also include a personification of 
Ebal (с.в., Fig. 162) and a second structure to the right of the altar, a column topped by а 
conical roof, (The Vatopedi Octateuch modifies the two structures into a single 
Palaeologan architectural fantasy.)'6 Puzzling here is the mountain, which partly hides 
the figures. What purpose does it serve? If we turn to sheer ХІ of the Joshua Roll (Fig. 
172), we find the scene in а much more compressed version than the Octateuchs: here 
the mountain serves to divide the scene from the previous composition. Thus all the 
Octateuchs have employed a compositional device that is essential in the continuous 
frieze of the Roll, but in a framed miniature is merely a landscape element," Such 
elements are characteristic of the Joshua cycle of the Octateuchs, 

A second peculiarity of the Joshua cycle is seen in the division and disposition of some 
of the miniatures. То exemplify this we can rake the story of Achan, narrated in Joshua 
7:19-25.38 It appears in parts of three miniatures in the Octateuchs: at the right side of 
the lower register of the first (Figs. 163, 164), he is questioned by Joshua; in the second 
(Figs. 165, 166), ће is led away by soldiers; and on the left side of the third (Figs. 167, 
168), he is stoned.*! Unlike the situation with the stones and the Jordan, there is no 
possibility of confusing the meaning of these scenes. Yet only the third of the miniatures is 
located ar an appropriate point in the text, below Joshua 7:26. The other two are much 
earlier, at Joshua 6:26 and 7:9. There is obviously a problem here, since a reader of the 
Octateuch could not understand the first two of these miniatures until he or she reached 
the text by the third, and even in Vat.gr.747 and the Smyrna Octateuch, the most 
densely written of the manuscripts, rhe first miniature is two pages in advance of its text. 
Why divide up the three scenes of a continuous narrative in this way? And why locate its 
parts in this fashion? These questions would remain baffling were it not for the evidence 
of the Joshua Roll. 

In the Joshua Roll the Achan scenes form a continuous narrative on sheets VIII-IX 
(Fig. 160). It appears that the difficulties in the Octateuchs arose with their first minia- 
ture, which in two registers combined three different scenes from the Roll, beginning 
with the defeat of the Israelites at Ai, on sheet VII, followed by Joshua's prayer and 
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Achan before Joshua.*? The Roll has the three relevant excerpts below: Joshua 7:5, 6-10, 
and 19-20. In Vat.gr. 747 and the Smyrna Octateuch, which seem to have followed the 
layout of the model closely, this miniature is located so as to follow immediately below 
another also with two registers, which corresponds to the scenes on sheets VI- VII of the 
Roll, thus providing an equivalent to the Roll's continuous frieze. The next scenes in the 
Roll, of Achan dragged away and stoned, are accompanied there by Joshua 7:24-25, 
Because the text in the Roll consists merely of excerpts, there was no difficulty in running 
the scenes together in this way. But by including an Achan scene along with the other 
elements in the first miniature, and by locating it at Joshua 6:26, the Octateuch illustra- 
tions became badly out of step with their text. The third Achan scene was placed in its 
proper location, while the second was located on the intervening page, perhaps to act as à 
link. Given the model provided by the Joshua Roll, with its continuous picture frieze and 
abbreviated texts, we can imagine how the unsatisfactory distribution of miniatures in the 
Octateuchs might have occurred. It would make no sense to suppose that the Octateuchs 
could have reached this solution independently of the Кој „7 

A visual clue that confirms the Octateuchs’ dependence on the Roll can be found in 
the second Achan scene (Figs. 165, 166). In all the Octateuchs except Vat.gr. 747, 
where the area in question is restored, a group of Israelites appears at the left of the 
miniature.” They do not look at Achan, who is dragged away to the right, but out of the 
miniature to the left. In their present surroundings the figures are meaningless. But in the 
Roll (Fig. 160) we can see that they are in fact spectators at the previous scene of Achan 
before Joshua. Probably because of lack of space in the first miniature, the Octateuchs, 
following their model, included this transferred and inappropriate group in the second. 

By similar means, we could proceed to analyze all the miniatures in the Octateuchs that 
bear comparison with the Roll. Bur as in all such situations, it is the differences that raise 
the most searching questions, not the similarities. We have then to explain why there is 
ап important composition in the Joshua Roll that is not found in the Octateuchs, and, 
conversely, why all the Octateuchs have a large miniature for which there is no exact 
equivalent in the Roll. 

The scene on the Joshua Roll not found in the Octateuchs occurs on sheets ХІУ-ХУ 
and shows the five kings being dragged before Joshua (Fig. 169).4 It is a continuation of a 
particularly long composition on sheets XII-XIV, where Joshua is brought news of the 
kings’ flight, and they are humiliated before him. Below these two scenes is a lengthy 
excerpt, Joshua 10:16-26. Up to this point, the Octateuchs closely resemble the Roll: the 
two scenes are treated as separate miniatures, the first located at Joshua 10:16ff.* and the 
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second (Figs, 170, 171) at Joshua 10:25. Reading the Roll from left to right, the next 
scene is that of the kings being dragged before Joshua, an event, however, that must be 
understood as preceding the previous scene of humiliation. There is no text below this 
scene in the Roll, and it is omitted in the Octateuchs, The story continues with the 
hanging and burial of the kings on sheet XV, with part of Joshua 10:26-27 below. The 
Octateuchs Gombine the hanging and burial as a miniature at Joshua 10:33.4 Why did 
the Octoreuchs not combine the dragging of the kings before Joshua with their humilia- 
tion, since, thisapart, they are very close to the Roll? 

If we look at the miniature in question in Vat.gr.747 (Fig, 170), we find a scene of 
unusual shape. Although the scene is only 14.9 cm wide, the artist has extended his 
illustration so far at the left into the outer margin that it has been trimmed in binding. He 
has also extended the miniature vertically in a series of steps in the margin above the 
seated figure of Joshua. The comparable leaf of the Smyrna Octateuch was lost, so we do 
not know exactly what it looked like, but we can assume that it had a similar stepped 
arrangement since this is reflected in Vat.gr.746 (Fig. 171), which is also trimmed at the 
left edge. (It was not reflected in the Topkapı Octateuch, where the miniature is on a 
recto page and hence the margin is at the right.) The implication is that the common 
model of the Octateuchs had had to resort to this unusual arrangement. Presumably it 
arose because of a lack of coordination between scribe and artist: insufficient space was 
left for the miniature, even in the form in which it was finally painted. If a space the full 
width of the page had been provided, the dragging of the kings could also have been 
accommodated. It was only by resorting to the extremes of the margin that even the scene 
of humiliation could be fitted in. 

What of the miniature in the Octateuchs (Figs. 89, 90 at top) for which no single 
model exists іп the Joshua Roll?5' It shows the men of Ai being slaughtered (Jos 8:24-28) 
and is located immediately after the event, above the start of Joshua 9:1. Joshua is at the 
left flanked by soldiers. A kneeling figure appears in the center, his head about to be cut 
off in all but Vat.gr. 747. The city of Ai is at the right, In Vat.gr. 747 (Fig. 89) it is 
attacked by soldiers and two spearmen and defended by archers. The soldiers protect 
themselves with shields while firing the city with torches. The composition is simplified 
in the twelfth-century Octateuchs (Fig. 90), with only two attackers, whose torches are 
omitted in all but the Vatopedi version, On looking at the layout of the miniature, we can 
see that it extended the full width of the Septuagint in Vat.gr.747, but it appears to have 
been significantly narrower in the Smyrna manuscript. The narrowing and simplification 
of the later versions are presumably related factors and render them less accurate in this 
case than Vat.gr. 747. 

Тће preceding miniature in the Octateuchs (Figs. 87, 88) corresponds to the composi- 
tion at the end of sheet X of the Joshua Roll, while the subsequent scene (Figs. 89, 90) 
corresponds to the beginning of sheet XI (Fig. 172). It would therefore be convenient if 
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the intervening Octateuch miniature could be related to a now-lost sheet of the Roll, 
which was once found between sheets X and ХІ. We can rule out this possibility, however, 
since the accompanying text continues without interruption across the join between 
those sheets. The Roll cannot have provided a model on a lost sheet. 

The preceding miniature, which is based closely on the Roll, is located in Vat.gr. 747 
and the Smyrna Octateuch across the bottom margin of a recto page (Figs. 87, 88). In 
Vat.gr.747 (we cannot be sure of the Smyrna manuscript here), the destruction of Ai is 
located immediately following, at the top of the verso, with no intervening text (Fig. 89), 
This provides the only example in the Octateuch cycle of two full-width miniatures 
following one another in this way. A closer look at the “model-less” miniature shows that 
it is in fact entirely composed of elements that occur in the two adjacent miniatures: the 
preceding one (Fig, 87) shows the firing of a city, and the subsequent one (Fig. 89) shows 
a king being dragged before Joshua. It seems plausible therefore to argue that the minia- 
ture was invented for the common model of the Octateuchs, based on the neighboring 
scenes, and was conveniently located where no special provision was required in the text, 
If this is correct, it follows that the Octateuch prototype was not merely following the 
Joshua Roll but at times was attempting to improve on it as well. 

We can test the hypothesis of iconographic improvement by considering the ambassa- 
dors of Gibeon, who appear in three miniatures in the Octateuchs (Figs. 173-75) and in 
two scenes on sheets Х-ХІ of the Joshua Roll (Fig. 172),52 In the third miniature (Fig. 
175) the Octateuchs are in agreement with the Roll’s second scene in depicting two 
kneeling ambassadors, but in the previous two miniatures the two men have become 
four in the Octateuchs (Figs. 173, 174) and are identified by various specific attributes: a 
wineskin, a loaf of bread, clothing(?), and sandals. If we turn to the Septuagint account 
in Joshua 9;3ff, to establish which version is closer to the text, we discover that the 
number of ambassadors is nowhere specified. But what we are told is what the men carried 
and showed to Joshua: bread, wineskins, clothes, and sandals, The purpose of their 
demonstration was to mislead Joshua into thinking they had traveled from afar. What we 
appear to see in the Octateuchs is a literal illustration of the text, in which each item has 
been given to one ambassador. Although based on the model provided by the Roll, these 
scenes appear to have been elaborated and improved independently. There is no reason to 
suppose the use of a third hypothetical model to provide only these details, unless the text 
itself is allowed to fulfill this role. 

If the evidence of the influence of the Joshua Roll on the Octateuchs is so apparent, we 
ought to be able to estimate the original extent of the Roll (now incomplete) by gauging 
at what points its influence began and ended. Weitzmann has already undertaken this 
task,55 and we can broadly accept his conclusion that the subject of the Roll was the first 
twelve chapters of Joshua, which recount the capture of the Promised Land. 
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More doubtful is Weitzmann’s assertion that the Roll began by depicting the Death of 
Moses (Fig. 177).56 His evidence is found in the mountainous setting of the scene in the 
Octateuchs, which resembles in a distant way the landscape backgrounds in the Joshua 
cycle, The miniature ts of similar layout and iconography in all versions and is located at 
the very end of Deuteronomy, as a sort of visual epilogue. When we read Deuteronomy 
34, we find that the mountains аге explicitly required by the text: Moses ascends Mount 
Nebo in the land of the Moab to see the Promised Land (Dt 34:1ff., illustrated in the 
preceding miniature, Fig. 176). He dies there in the land of Moab and is buried in a valley 
(vy, 5—6). But the miniature (Fig. 177) does not show Moses’ death and burial. In fact it 
is not based on the account in Deuteronomy but on an apocryphal legend, the so-called 
Assumption of Moses. The accompanying catena (on folios 215r-v of Vat.gr.747) con- 
tains several passages referring to Moses and the Archangel Michael. Whether the minia- 
ture depends directly on a text, such as the catena, or perhaps on à popular paraphrase of 
the Old Testament cannot be established, but its presence is certainly easier to explain in 
the context of the Ocrateuch catena manuscripts than it would be in the Joshua Roll. 
There is no compositional element to suggest a model in roll form for this miniature, 
which would in any case provide a strangely negative start to а narrative illustration that 
emphasizes military conquest. It is more likely that the Joshua Roll originally began with 
the start of the book of Joshua. 

As for its conclusion, only one of the four Octateuch miniatures in Joshua 11-12 
appears to show the influence of the Roll in an unmistakable way, that of the battle by the 
waters of Merom (Fig. 178).5 In Vat. gr. 747 foreground and background are divided by a 
line of mountains, partly hiding some of the figures, and several events are depicted 
consecutively, The later Ocrateuchs, however, have rearganized some of the elements of 
this scene into two miniatures, and this confuses the evidence.” Thus, while accepting 
the likelihood that chapters 11 and 12 formed part of the Roll, we should keep an open 
mind as to the appearance of the lost scenes. 

Analysis of the Joshua cycle has emphasized the closeness of the relationships between 
the Octateuchs. Rather than finding а significant difference between Vat.gr. 747 and the 
others, their absolute agreement in the selection and location of scenes, even when it 
appears to make little sense, binds the group more closely together. The peculiarities of 
the Joshua cycle are explicable if it is supposed that the illustrations of the Joshua Roll 
provided the model. But it is important to bear in mind the totally different nature of the 
Roll and the Octateuchs, and to allow the possibility that a scene originating in the Roll 
might be used in the Octateuchs in а different way, even to illustrate a different text. The 
differences that were observed were not necessarily to be dismissed as merely the mistakes 
of slavish or incompetent copyists. Analysis of the relation between the illustrations and 
the adjacent texts in both the Roll and Octateuchs was found to be crucial. By isolating 
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the illustrations and tending to ignore their accompanying texts, Weitzmann had seri- 
ously prejudiced discussion of them. 

That the Joshua Roll itself had a model in roll form is highly probable.’ And that some 
of the scenes in that lost roll were adapted from rectangular pictures to a continuous frieze 
format is also probable, since similar compositions appear already in this form, for exam- 
ple, in the fifth-century mosaics of S. Maria Maggiore in Rome. But it is going beyond 
the evidence to reconstruct from these few scenes a full-fledged Octateuch model for the 
Roll, 
It is reasonable to ask why Weitzmann was led to conclude that the Joshua Roll was a 
tenth-century invention when much of the evidence appears to make this hypothesis 
unlikely. To understand his position, we need to look more broadly at the significance of 
the Roll. 

To early writers on Byzantine art (and the related medieval, and late antique periods), 
the Joshua Roll was a monument of quite exceptional significance. It was generally.held 
to be the only surviving example of the type of illustrated picture roll, which, it was 
believed, was a characteristic product of the antique world, and of which the historiated 
columns, such as Trajan's, were held to be monumental derivations, Whatever its date, 
and among early scholars were proponents of the fifth, sixth, seventh, and tenth 
centures,® the Roll was thus characteristic of what was then widely held to be the most 
worthy achievement of Byzantium: the preservation and transmission of precious evi- 
dence from the classical world. 

For Weitzmann, the Joshua Roll was central to two theses: the nature of book illustra- 
tion in antiquity, and the “Macedonian Renaissance" in tenth-century Byzantium, As 
set out in Illustration in Roll and Codex, and in many other publications, Weitzmann 
proposed that illustration in antiquity did not take the form of picture rolls (although this 
possibility was not entirely excluded), but was centered on the column picture, а 
rectangular unit of the type familiar to us in medieval manuscripts. For this thesis to be 
convincing it was important to distance the Joshua Roll as far as possible from antiquity 
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and antique practices, As he explained in the preface to The Joshua Roll: A Work of the 
Macedonian Renaissance, publication of that book was delayed some ten years in order to 
prepare the ground for his late dating with Roll and Codex," Weitzmann might still have 
maintained that the Roll was a tenth-century copy of, say, a seventh-century original, as 
has been proposed by a number of authors, ® without serious damage to his first thesis, for 
this would have taken it well beyond the last of the great historiated columns, that of 
Arcadius in Constantinople, dedicated т 421.9 This course of action was not open to 
him, however, because of his second thesis. According to this theory, the magnificent 
Paris Psalter was not (as others had held, and still do hold) in part at least based on the 
miniatures in pre-Iconoclast or earlier post-Iconoclast manuscripts,? but was а con- 
sciously archaizing creation of the tenth century, its personifications and classicizing 
elements introduced by artists working in a "Renaissance" ambience." This explanation 
of the Paris Psalter could then also be applied to the Joshua Roll, for what better example 
could one hope to find of a Renaissance spirit than the creation in the tenth century of an 
apparently ancient roll, complete with personifications and other classicizing elements, 
for which there was, according to him, no classical precedent??? 

It was not enough for Weitzmann’s thesis for him to argue that the Paris Psalter and 
Joshua Roll were prime evidence of a remarkable interest in classicizing or pre-Iconoclast 
art in tenth-century Constantinople. They had to be original creations of this period if his 
Renaissance was not to be merely an artistic revival. By a strange irony, Weitzmann's 
profound interest in the art of classical antiquity thus led him to conclude that two of the 
most conspicuously "classical" of all Byzantine works were in fact thoroughgoing medieval 
Byzantine creations. 

The ultimate objectives of Weitzmann's research thus appear to have dictated his 
treatment of the material. To accept his conclusions on the Joshua Roll and its relation to 
the Octateuchs is to accept the theoretical positions that led him to them. Conversely, to 
reject his conclusions is to weaken his theories, only marginally perhaps for the art of 
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n8 THE OCTATEUCHS 


An alternative hypothesis for the Joshua Roll must be proposed. It appears to be a copy, 
made in Constantinople about the middle of the tenth century, of an earlier rotulus, Its 
creation may, as Schapiro proposed, be connected with the campaigns of the Emperors 
Nicephorus Phokas (d. 969) and John Tzimiskes (d. 976) in the Holy Land.” I chink іг 
more likely, however, that the Roll was produced as part of the massive project guided by 
Constantine VII Porphyrogenitus (d. 959) to preserve the literary works of former days 
lest they be lost forever. The project involved the transcription of many rare texts and 
the creation of new volumes exhibiting in a general way the Byzantine interest in 
historical continuity. According to this interpretation, the Roll owed its transcription 
primarily to its status as a historical curiosity rather than its ideological message. Perhaps 
it was the model of the Joshua Roll, as Grégoire proposed,” that fulfilled Schapiro's 
historical hypothesis: a small-scale imitation of a historiated column, in which Heraclius 
(who triumphantly entered Jerusalem in 630) was seen in the role of Joshua, conqueror of 
the Promised Land. 7? Were this the case, rhe artists producing the original rotulus, с. 630, 
very probably had no genuinely antique model in roll form, but adapted the sort of 
rectangular compositions familiar by that date in both monumental art and in manu- 
scripts to the demands of the frieze. A related form of adaptation may perhaps be seen in 
the David plates, also of Heraclian date, although in this case scenes were organized so as 
to fit a circular format.” The use of personifications, and other classicizing elements, 
would have been part of the seventh-century pastiche, well within the capabilities of a 
society that produced silver dishes with subjects from pagan mythology, long thought to 
be works of classical antiquity.” 


doubtedly the situation in the visual arts was far 
more complex than is generally admitted. A useful 
introduction is provided by the papers in the section 
"Retrospection and Invention in the Ninth and 
Tenth Centuries" (by Hunger, Lackner, Rydén, 
Speck, Winkelmann, Kópstein, and Cormack), 
{7th International Byzantine Congress, Major Pa- 
pers, Washington, D.C., 1986, 507-638. Surpri 
ingly, W, Treadgold, “The Macedonian Renai 
sance," in idem, Renaissances before the Renaissance, 
Stanford, 1984, 75-98, discussed the subject with- 
our reference to the visual material. Weirzmann's 
position has been attacked by Chr, Walter in two 
articles: “Liturgy and the Illustration of Gregory of 
Nazianzen’s Homilies," REB, xxix, 1971, 183-212; 
and “Expressionism and Hellenism,” REB, хш, 
1984, 265-87. See also Mango, as note 80 below, 
274-84, 

74. Schapiro, 1949, and cf, Mango, as note 15 
above, 126. 

75. See first Н. Hunger, “The Reconstruction 
and Conception of the Past in Literature," Major 









Papers (as note 73 above), 514-15, 

76. As note 15 above. 

77, The observation that George of Pisidia, court 
panegyricist of Heraclius, did not compare the 
emperor ta Joshua, so far as 18 known, 18 not án 
obstacle to the hypothesis. In fact, George made 
remarkably little use of Old Testament comparanda 
for Heraclius, and in this respect Steven Н. 
Wander, "The Cyprus Plates: The Story of David 
and Goliath," Metropolitan. Museum Journal, уш, 
1973, 103 and notes 57—59, is misleading. See the 
indices in A. Pertusi, ed., Giorgio di Pisidia, Poemi, 
Ettul, 1959, 308, In general, see J,D.C. Frendo, 
"The Poetic Achievement of George of Pisidia,” in 
Maistor (Studies for Robert Browning), Byzantina 
Australiensia v, Canberra, 1984, 159-87. On the 
imagery of the ruler as a "New Joshua," see Vojislav 
J. Djurié, "Novi Isys Navin,” Zograf, xiv, 1983, 5- 
16. 

78. See, in general, E. Kitzinger, Byzantine Art in 
the Making, London, 1977, 107-12 and notes. 

79. See note 62 above. 
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How the Joshua Roll (or its model) was used, whether in the seventh, tenth, ог later 
centuries, is a moot point. The recent facsimile in roll form effectively demonstrates the 
difficulties of the format for the user. Only if the entire roll is spread out, so that the 
continuous frieze can be taken in, is it effective. Perhaps this was the original intention, 
or perhaps it was intended to reproduce the roll at larger scale in mosaic or fresco in one of 
the great rooms of the imperial palace.*° In any case, it had certainly lost all imperial 
associations by the thirteenth century, when some building accounts, and various ex- 
cerpts from church fathers, were written on parts of the verso.*! 

When an appreciation of Byzantine art based largely on its classicizing qualities was the 
vogue, the Joshua Roll was considered a work of quite exceptional importance. Nowadays 
it appears to have sunk in scholarly estimation to little more than a curiosity. Whatever 
its true status, however, it is an impressive object and cannot be ignored, Study of the 
Octateuchs may lead to a clearer understanding of this enigmatic survival and а reassess- 
ment of the wide-ranging theories that have been built on and around it. 


80. A similar use has been proposed by Cyril illustrations on p. 2, Contrary to this view, the Roll 
Mango, "Storia dell'arte," in La civiltà bizantina dal is often stated to have been, and remained, one of 
IX all'XI secolo, ed. André Guillou, Bari, 1978, 281. the great treasures of the “imperial library," e.g. 

81. Lowden, 1982, 122-24; il Rotulo, 1-3, and — Weitzmann, 1948, 37. 
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CONCLUSION 


Necessarium erat enim nostrae infirmitati . . . пол ignota per ignoriora, sed 
ignota per cognita noscere. 
— Richard of St, Victor! 


Familiarity with the subject is a greater asset , › than is the most elaborate 
method; [оте] muse develop an empiric rather than a dogmatic attitude, 
—Ludwig Bieler? 


The surviving Octateuchs are a closely related family of manuscripts, 

apparently derived from a common model, probably the prototype of such 

books, produced in Constantinople after Iconoclasm, perhaps с. 1050- 

75. The prototype seems to have been created from sources then avail- 

ПТ able, some of which, such as the Joshua Roll or an illustrated Cosmas 

manuscript, survive or can be confidently reconstructed, whereas others, such as a lost 

Genesis manuscript, appear more shadowy. These were supplemented by many images 

devised at the time, together with some standard iconographic compositions, such as the 

Crossing of the Red Sea. The illustrations were fitted into the text in a system reminis- 
cent of other biblical manuscripts of the period. 

Probably shortly thereafter, that is, by c. 1075, the common model was reproduced, 


1. "It was necessary for our weakness... to — Visionary Perspective, Princeton, 1977, 23. 
learn the unknown пог through the more unknown, 2.1. Bieler, The Grammarian's Craft: An 
but through the known." (In Apocalypsin, PL, 196, Introduction to Textual Criticism, 3d ed., New York, 
687), citation and trans. Barbara Nolan, The Gothic 1965, 33, 
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page for page it would seem, in Маг. gr. 747. The copying scribe was highly conscientious, 
but the artist, who may have been the same person, tended to simplify and truncate the 
miniatures, especially in the later parts of the cycle. From the period с, 1125-55, three 
further Octateuchs have survived. Ву this stage some of the illustrations in the common 
model were in poor condition, and this occasionally created problems, Биг elsewhere it 
was followed carefully. The lost Smyrna Octateuch was probably the first of the twelfth- 
century examples, and like Vat.gr.747 it was a page-for-page reproduction. It was fol- 
lowed by the Topkapı Ocrateuch and Маг, вт. 746, in which the original layout was aban- 
doned and approximately double the number of folios employed. The Smyrna and 
Topkapı were illustrated in part by the same artist, 2 leading figure referred to here as the 
Kokkinobaphos Master. The Topkapı and Vat. gr. 746 were written in part by the same 
scribe and seem to have been based for the тов part’or the Smyrna, but this did not 
exclude the possibility of reference to the common: model in cases of difficulty. Many of 
the illustrations іп Vat.gr. 746 were mislocated, and the Topkapı was left unfinished, 
suggesting either haste or a lack of concern, or some measure of both. The last Octateuch, 
the Vatopedi, was made с. 1275-1300, taking Vat.gr. 746 as its model. It is а smaller 
manuscript, with a further doubling of the number of folios, and only its second volume 
has survived. Borh scripr and illustrations were much more carefully executed than in 
Vat. gr. 746. The Joshua Roll was also consulted by the artist. Quite possibly, there once 
existed other illustrated Octateuchs similar to those that survive, and to their model(s), 
but this remains an unverifiable hypothesis, The eleventh-century Laur.5.38 is an illus: 
trated Octateuch of completely different type. 

The approximate datings of the manuscripts аге based on stylistic analysis of their 
miniatures. But the relationships between them, and their lost model(s), became appar- 
ent from an examination of various features that can be broadly termed codicological: 
layout, quire divisions, textual breaks, page endings, missing passages, location of minia- 
tures, The content of the miniatures suggested various refinements and qualifications to 
the pattern of relationships. А "pictorial stemma" was not drawn up, because the evi- 
dence did not fit the neat scheme this would have suggested. 

The Topkapt Octateuch has close imperial connections, and the Vatopedi distant ones, 
but it is unclear whether such manuscripts were in general intended for private use by 
aristocratic laymen or women or for reference and consultation in some monastic library 
in Constantinople, The best artists were commissioned, and the production of any one of 
these bulky and profusely illustrated books must have been a major undertaking, The wear 
and tear that has affected text and illustration in most of them implies that they received 
relatively heavy use, and restorations suggest that this continued over some centuries. 

Rather than supporting the idea of an “Octateuch recension,” based on a model of the 
early period, with connections in later centuries throughout Eastern and Western art, 
analysis of the manuscripts suggested that they were a post-Iconoclast creation, with 
relatively limited circulation. The one certain example of an artist consulting them for 
visual purposes was Viligiardi’s use of Vat.gr.746 and 747 in his restoration of the Floren- 
tine Baptistery mosaics in 1906, 

The old-fashioned notion of manuscript artists as either inventing images, copying them 
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carefully, or copying them but making mistakes was found to be unhelpful, although 
doubtless containing the grain of truth present in most generalizations. These modern 
concepts are too easily imposed on the material, restricting discussion and resulting in an 
oversimplified view of Byzantine artistic practice. The Octateuchs suggest a much looser 
and more complex situation. The artists of the Octateuchs were surprisingly unpredictable. 
They could suppress their own style and imitate that of another period. They would have 
had no difficulty in imitating that of a contemporary had they wished to. Personal stylistic 
flourishes might be introduced at any time. Changes were made to images, both stylistic 
and iconographic, with the apparent intention of improving them in various ways. If the 
model was damaged or defective for some reason, the artists could decide to supply minia- 
tures of their own devising. They could make mistakes, of course, but most of these were to 
do with the complex layout of the books. Visually, they rarely misunderstood an image, and 
some of the changes they introduced show real thought and intelligence. 

The implications of these observations are various. If a Byzantine artist approached 
cach image with a mind open to a variety of pos: ев, to understand the result we must 
do the same. The element of unpredictability means that relationships between images 
cannot ђе established beyond question on visual grounds alone. Hypothetical images can 
never be reconstructed with certainty. The means and ends of the philologically related 
study of images were found to be based on doubtful premises and misleading assumptions. 

The illustrated book may be a still familiar accompaniment to our culture, but we 
remain some way from understanding how it was made and used in the past. The 
Octateuchs provide only indirect evidence of their audience, of the consumers of art. But 
they are a very rich source on many subjects germane to their producers, the scribes and 
artists. It is this aspect rather chan their narrative cycle per se—which the principal 
interest of previous genetations—that may prove to be of most interest now and in the 
future. This book will have achieved its purpose if it succeeds in making the Octateuchs 
better known, and at least some part of their material available for further study. 
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APPENDIX 1: THE OCTATEUCHS 


Vaticanus Graecus 747 


Binding of brown leather on wood with arms of Pius IX and A. Mai. 

Folios i + 260 + i, 36 x 28.5 cm (heavily cropped). 

Ruled: folios 1-12, 48 lines, 29.2 X 19.8 ст (see Appendix ПІ) 
folios 13-260, 74 lines, 31.9 Х 24.5 cm (see Appendix II) 





Contents 
П-Пу Letter of Aristeas"; Ink headband, 1.2 x 19.5 cm 
12г Theodoret го Hypatius* 
12у blank 
13r-7lv Genesis 
72r-122v.— Exodus 
123r-146v Leviticus 
147 blank 
148r-151v Deuteronomy 4:41—9:2 
152r-186v Numbers 3:13-34:29 
187r-215r Deuteronomy (lacking Dt 1:1—3; 4:41-12:3) 
215v-236v Joshua 
237r-255v Judges 
256r-259r Ruth 
259r-260r On the Seven Translations" 
260r On the Dispersals of the Israelites* 
260r-260v Оп the Obscurity of Holy Scripture” 
260v On the Ten Names of God* 
Lacking 2 leaves after folio 3v (Thackeray, 562,8-570,11; 
Pelletier, paras. 59-107) 
1 leaf after folio 120v Ex 37:6–38:20 
1 leaf after folio 126v Lv 4:34-5:21 
8 leaves after folio 146v Lv 23:27-Nb 3:13 
3 leaves after folio 151v Dr 9:2-12:3 
2 leaves after folio 186v Nb 35:1-Dr 1:2 
1 leaf alter folio 236v Jg 1:1-24 


"Оп the subsidiary texts, see Chaprer 1, nores 46-47, 49-52, 
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Bound in regular quarernions, except as follows: 1-6 (8-2); 7-12 (6); 117-23 (8-1); 124-30 (8-1); 147 
(£); 148-51 (8-4); 184-90 (8-2 +1); 231-37 (8-1); 254-60 (8-1). 


The original order in Leviticus-Deuteronomy may be restored as follows: 
139 146 lost lost 152 159 160 167 168 175 176 183 


И w^ МУ МУ МУ Му 


148 149 150 151 
184 185 186 юм los 187 188 189 190 191 


lose 192 193 194 195 196 197 198 


lost lost 












Select Bibliography (see pages 133-35 and Chapter 2, notes 11-26) 
Canarr/Peri, 479-80 (further references). 

LMA.G.E.S, 253-54 (further references). 

Bernabò, 1978. 

Lassus, 1979. 


Smyrna, Evangelical School cod. A.1 (lost) 


Modern binding of brown leather. 
Folios 262, 37 х 30 ст (heavily crapped), 
Ruled: 74 lines (see Appendix I1), 


Contents 
Ir fragment of Letter to Aristeas* 
2r blank 
2v Miniature of the Creation and Genesis 1:1 
3r-63v Genesis (lacking first folio) 
64r-115y Exodus 

llór-144v Leviticus 

145r-184v Numbers 

184v-219v Deuteronomy 

219v-238r Joshua 

238v-258r Judges 

258r-260r Ruth 

260ғ-26іг On the Seven Translations’ 


"Оп the subsidiary texts, see Chapter |, notes 46-47, 49—52. 
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2616 On the Dispersals of the Israclites* 
(} On the Babylonian Captivity) 
2619 On the Ten Names of God* 
262 later notes (see page 20) 


Lacking 1 leaf after folio 2 first сді 
1 leaf after folio 126v c. Levi 
| leaf after folio 228v c. Joshua 10:12-36 
1 leaf after folio 238v c, Joshua 24:24-33Ь 
1 leaf alter folio 244v c. Judges 6:38-7:1 





ut passages in Gn. 





Bound in regular quaternions. Folio 227 misbound; should precede folio 226 (see pages 62-63). 


Select Bibliography (see pages 133-35 and Chapter 2, notes 28-63) 

LMA. ., 323 (further references). 

Richard Pococke, A Description of the East, and Some Other Countries, London, 1743, іш, 38. 
Papadopoulos-Kerameus, 1877, 4-5. 

Straygowski, 1899. 

Upenskij, 1907, 52-54, 182-89, 

Hesseling, 1909, 

Anderson, 1982. 





Istanbul, Topkapı Sarayı Müzesi cod. gr.8 


Modern binding of plain black leather on wood (1930s), 

Folios 569, 42.2 x 31,8 em. Now bound as three volumes: : folios 1-190; n; folios 191—379; ni: folios 380- 
569, 

Ruled: 52 lines (see Appendix П). 


Contents 
1-2 Modem bifolio, blank 
3r-9v Paraphrase of the Letter of Aristeas 
(ed. Uspen: 1907, 2-14) 
101-22. Letter of Aristcas 
22v Theodoret to Hypatius* 
23r-155v Genesis 
155v-265r Exodus 
265у-315у Leviticus 
316r-390v Numbers 
391r-471v Deuteronomy 
472r-512r Joshua 
512-559 Judges 
559v-566v Ruth 
566v—568r On the Seven Translations* 
568г-568у On the Dispersals of the Israelites’ 
569г On the Babylonian Captivity” 
569r-569v Оп the Ten Names of God* 






*On the subsidiary texts, see Chapter 1, notes 46-47, 49-52. 
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Bound in regular quaternions, except as follows: 3-6(—4); 7-9 (=2+1); 18-22 (—4--1); 255-61 
(26111); 350-56 +1); 564-69 

Miniatures were left unfinished in quires as follows: 3-6 (blank spaces); 7-9 (blank spaces); 10-17 
(unfinished); 71-78 (blank spaces or unfinished: see Diagram L, page 24); 79-86 (blank spaces); 111-18 
(blank spaces); 119-26 (unfinished); 500—569 (blank spaces). 





Select Bibliography (see pages 133-35 and Chapter 2, notes 64-94) 
1.MA.G,E.S., 321-22 (further references) 

Uspenskij, 1907. 

Deissmann, 1933, 

Weitzmann, 1957. 

Pelletier, 1962, 10-13, 

Karl Eller and Dieter Wolf, Mosaiken, Fresken, Miniaturen. Das 
Kulibild т der Ostkirche, Munich, 1967, pls. 30-47. 

Duftenne, 1975. 

Anderson, 1982. 





Vaticanus Graecus 746 


Binding of brown leather on wood with arms of Pius IX and A. Mai 
Folios 508, 39.5 х 31.3 em, Now bound as two volumes: i: folios 1—251; и: folios 252—508, 
Ruled: folios 14-219, 389—508: 46 lines, 29.6 x 21 «m. 
folios 220-340; 57 lines, 32,4 X 21.1 cm. 
folios 341-88: 53 lines, 31.5 X 24.2 em. 
(see Appendix I1) 


Contents 
lr-12t Letter of Aristeas" (lacks Thackeray, 519.1—521.24; Pelletier, paragraphs 1—15) 
12r Theodoret to Hypatius" 
12у Prologue of Gregory of Nyssa (PG 44, 6905-72С13) 
13-150v Genesis 
151г-260у Exodus 
260v-310v Leviticus 
310v-374r Numbers 
374v-438v Deuteronomy 
438v-468r Joshua 
468r-502v Judges 
503г-508у Ruth (lacks 4:58.) 


Lacking first two quires: present folios 1-13 supplied in sixteenth century 





2 leaves after folio 24v Genesis 1:18-25 
| leaf after folio 278v Leviticus 11:44-13:1 

1 leaf after (olio 280v Leviticus 13:27-39 

L leaf after folio 336v Numbers 14:36-15:20; present folio 337 was supplied at same time as folios 1-13 
1 quire after folio 508v Ruth 4:5-22 and epilogues 


Bound in quaternions, except as follows: 1-6 (=6); 7-8 (=2); 9-13 (=5); 22-27 (78-2); 276-81 (-8- 
2); 330-37 (=8-1+ 1); 338-40 (43). 
Folios 14-21 marked as quire no. 3 (P^). 


“Оп the subsidiary texts, see Chapter 1, notes 46-47, 49-52. 
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Original text by three scribes: 1=folios 14г-219у; folios 385r-508v. 2=folios 220r-340v. 3—folios 3411— 
385r. 
Later supplied by two scribes: 1—folios 1-2v; folio 10, line 9—13v; folio 336. n=folios 3-10, line 8, 


Select Bibliography (see pages 133-35 and Chapter 2, notes 95—106) 
Canart/Peri, 478-79 (further references) 

І.МА.С.Е.8., 252-53 (further references) 

IL Комі, різ. A-K, 

Lowden, 1982. 





Mount Athos, Vatopedi cod. 602 (formerly cod. 515) 


Modern binding of blue leather on wood. 
Folios ii + II + 469, c. 34 х 24 ст, 
Ruled for 26 lines, с. 22 x 15 х 8,5 ст (see Appendix Ш), 


Contents 
1-2 blank 
3r-92v Leviticus, with illustrated headpiece, с. 3.2 х 15.8 ст 
93r-222v Numbers 
2231-335v Deuteronomy 
336r-399v Joshua 
400r-456v Judges 
457-467 Ruth 
467v On the Seven Translations 
468: On the Dispersals of the Is 
468r Оп the Babylonian Captivity” 
468у On the Ten Names of God (incomplete)* 
469r later notes (see page 32) 






Lacking 1 leaf alter folio 9v Leviticus 3:16-4:15 
1 leaf after folio 60v Leviticus 19:36-20:9 
1 leaf after folio 317v Deuteronomy 31:25-32:5 
1 leaf after folio 434v Judges 12:4-13:6 
1 leaf after folio 468v conclusion of epilogues 


Also lacks Numbers 14:36-15:20; space left on folios 143v-144r. 
Headpieces to Numbers-Ruth cut out, 
Bound in quaternions, except as follows: 3-9 (-8-1); 58-64 (=8–1); 137-42 (=6); 143-47 (-6-1); 
164-68 (=6-1); 289-97 (=B+1); 314-20 (8-1); 329-32 (=4); 429-35 (=8-1); 468-69 (14-2), 
Folios 10-17 marked as quire no. 2 (B^. 
Written by two scribes: A=folios 3-273, 333-468; B=folios 273-332v. 


Select Bibliography (see pages 133-35 and Chapter 2, notes 108-38) 
1.MA.G.E.S., 147-48 (further references) 

Huber, 1973. 

Lowden, 1982. 


“Оп the subsidiary texts, see Chapter 1, notes 49-52 


APPENDIX II: DIAGRAMS OF RULING PATTERNS 











Vat gr 747, folios 1-12 








Mount Athos, Vatopedi 602 Smyrna, Evangelical School A.1 (lost) Hypothetical 
reconstruction based on folio 226 




















Ми... 746, folios 14-219, 38917, 





т.746, folios 220-340 
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Istanbul, Topkapı S.gr.8 Vat. pt 746, folios 341-88 
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A Note on the Illustrations 


In the following pages little more than one-tenth of the miniatures in the Octateuchs are 
reproduced. They have been selected in part to provide information not published else- 
where, especially by the reproduction of full pages or openings, and by allowing sufficient 
text to be visible around the details to permit the miniature's context to be established. 
Images from Vat,gr. 746 and Vat.gr. 747 are in the majority, for they are the least well 
known from publication. It has not been possible to maintain a consistent scale through- 
out, Even the smallest of the Octateuchs, Vatopedi 602, is significantly larger than this 
book, and so the full pages and openings are greatly reduced. Most of the details of the 
smaller miniatures, however, are approximately their original sizc. 
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Smyrna, Evangelical School A.1 (lost), fol. 5r: Gn 1:8 with catena, and Division of the Waters 
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Fic. 2. Vat.gr.747, fol. 173r: Nb 21:23-35, with catena, and Defeat of King Sihon, and King Og of Bashan 
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Istanbul, Topkapı S.gr.8, fol. 360v: Nb 21:29—22:2, with catena, 





















































and Defeat of Kings Sihon and Og 
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Fic. 4. Vat.gr. 746, fol. 351r: Nb 21:26-33, with catena, and Defeat of Kings Sihon and Og 
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Fic. 5. Mount Athos, Vatopedi 602, fol. 169r: Nb 21:32-33, and Defeat of Kings Sihon and Og 
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Vat.gr. 747, fol. 243v: Jg 8:17-33, with catena, and Gideon Slays Zebah and Zalmunna, and Requests 
Rings; Death of Gideon 



































Fic. 7. Smyrna, Evangelical School A.1 (lost), fol. 245v (detail): Gideon Slays Zebah and Zalmunnia, 
and Requests Rings 


e € == % 
$ By ы 


a7 UO UT ATER [ara TIO Pepe 
па "оне есу ACO) ie ОЧ гаа | 
A... 


ж 




















© QUE p : i Ф 4 : RC ^ “ a. P F 4 
od гі. Keipourte Уго ТРАКТА и 


Fic. 8. Vat.gr.746, fol. 481v (detail): Gideon Slays Zebah and Zalmunna, and Requests Rings 
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Fic. 9.  Vat.gr. 747, fol. 246v: Jg 11:13-34, with catena, and Jephthah's Messengers before the King of Ammon; 
Jephthah's Vow; Jephthah Conquers the Ammonites 


Fic. 11. 














Fic. 10. Smyrna, Evangelical School A.1 (lost), fol. 248v (detail): Jephthah’s Messengers 
before the King of Ammon 
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Уас.рг. 746, fol. 486v: Jephthah's Messengers before the King of Ammon 
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Evangelical School A.1 (lost), fol. 2v, the Creation (Gn 1 
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Vienna, Osterreichische Nationalbibliothek, 





cod. 1179, Bible Moralisée, fol. 1v, the Creation 






























































































































































Fic. 14. Istanbul, Topkapı S.gr.8, fol. 74v, Gn 15:18-16:4, with catena, and unfinished miniatures cf God's 
Promise to Abraham of Land, and Sarah gives Hagar to Abraham 
























































Fic. 15. Istanbul, Topkap: S.gr.8, fol. 75r, Gn 16:6-11 (lacks Gn 16:5), with catena, and preliminary 
underdrawing of the Birth of Ishmael and the Flight of Hagar 





























Fic. 16. Vat.gr. 747, fol. 230r (detail), Joshua and the Daughters of Zelophedad 





Fic. 17. Smyrna, Evangelical School A.1 (lost), fol. 233r (detail), Joshua and the Daughters of Zelophedad 
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Fic. 18. Istanbul, Topkapı S.gr.8, fol. 499v (detail), Joshua and the Daughters of Zelophedad 
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Fic. 19. Vat.gr. 746, fol. 459v (detail), Joshua and the Daughters of Zelophedad 















































Fic. 20. Mount Athos, Vatopedi 602, fol. 379v (detail), Joshua and the Daughters of Zelophedad 
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Fic. 16. Мағ.рг.747, fol. 230r (detail), Joshua and the Daughters of Zelophedad 





Fic. 17. Smyrna, Evangelical School A.1 (lost), fol. 233r (detail), Joshua and the Daughters of Zelophedad 
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Fic. 18. Istanbul, Topkapi S.gr.8, fol. 499v (detail), Joshua and the Daughters of Zelophedad 
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Vat. gr. 746, fol. 459v (detail), Joshua and the Daughters of Zelophedad 





Mount Athos, Vatopedi 602, fol. 379v (detail), Joshua and the Daughters of Zelophedad 
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Fic. 36. Smyrna, Evangelical School A.1 (lost), fol. 163v (detail), the Earth Swallows the Men of Korah 
Miniature at bottom edge of a page; Nb 17:3 ends beside. 
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Fic. 37. Istanbul, Topkapi S.gr.8, fol. 349v (detail), the Earth Swallows the Men of Когаћ 
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Fic. 41. Smyrna, Evangelical School А.1 
(lost), fol. 211v (detail), Moses Instructs the 
Israelites 
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Fic. 40. — Vat.gr. 747, fol. 207v (detail), 


Moses Instructs the Israelites 
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Fic. 42. Istanbul, 
Topkapı S.gr.8, fol. 451v 
(detail), Moses 


Instructs the Israelites 
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Fic. 43.  Vat.gr. 746, fol. 423r (detail), Moses Instructs the Israelites 
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Fic. 44. Mount Athos, Vatopedi 602, fol. 312v (detail), Moses Instructs the Israelites 
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Fic. 45. — Vat.gr. 746, fol. 334r (detail), Miriam Struck with Leprosy; Moses Sends Spies into Canaan 








Fic. 46. Mount Athos, 
Vatopedi 602, fol. 136r 
(detail), Miriam Struck 


with Leprosy 














Fic. 47. 


Маг. рт. 746, fol. 354r (detail), Balaam and the Ass Meet the Angel 








Fic. 48. Mount Athos, 
Vatopedi 602, fol. 175r 
(detail), Balaam and the А5 
Meet the Angel 
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Fic. 49. Vat.gr. 747, fol. 243r (detail), Israelites Slay Oreb and Zeeb 






































Fic. 50. Smyrna, Evangelical School A.1 (lost), fol. 245r (detail), Israelites Slay Oreb and Zeeb 
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Fic. 51. Vat.gr.746, fol. 480v (detail), Israelites Slay Oreb and Zeeb 








Fic. 52. Mount Athos, Vatopedi 602, fol. 421v (detail), Israelites Slay Oreb and Zeeb 
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Fic. 55. Vat.palat.gr.431, sheet VI, Joshua Sends Men to Ai 


Vat.palat.gr.431, sheet VI, Joshua Sends Men to Ai 





Fic. 55. 





























Fic. 56.  Vat.gr. 746, fol. 457r (detail), Joshua and Caleb 





Fic. 57. Mount Athos, Vatopedi 602, fol. 374r (detail), Joshua and Caleb 
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Fic. 60. — Vat.gr. 747, fol. 246v (detail), Jephthah Conquers the Ammonites 
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Smyrna, Evangelical School A.1 (lost), fol. 248v (detail), Jephthah Conquers the Ammonites 
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Fic. 62.  Vat.gr. 746, fol. 487r (detail), Jephthah Conquers the Ammonites 


Fic. 63. Mount Athos, Vatopedi 602, fol. 433r (detail), Jephthah Conquers the Ammonites 































































































Fic. 65. Smyrna, Evangelical School A.1 (lost), fol. 255(?v) (detail), Levite with His Dead Concubine 
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| Fic. 66. Vat.er.746, fol. 499r (detail), Levite with His Dead Concubine 
| 
| 
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| Fic. 67. Mount Athos, Vatopedi 602, fol. 451r (detail), Levite with His Dead Concubine 
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Fic. 68.  Vat.gr. 747, fol. 247v (detail), Israelites Slay the Ephraimites 





Fic. 69. Vat.gr.746, fol. 488v (detail), Death of Jephthah 
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Fic. 70. Vat.gr.747, fol. 248r (detail), Sacrifice of Manoah 
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Fic. 71.  Vat.gr. 746, fol. 489r (detail), Angel with Manoah and His Wife 










































































Fic. 72.  Vat.gr. 741, fol. 248r (detail), Samson and His Parents 














Fic. 73. Vat.gr. 746, fol. 490r (detail), Birth of Samson 












































Fic. 74. Маг.рг.747, fol. 249v (detail), Samson Releases the Foxes 
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Fic. 75.  Vat.gr. 746, fol. 492v (detail), Samson Brings а Kid; Samson Releases the Foxes 
































Fic. 77. Vat.gr.747, fol. 249r (detail), Samson Takes the Robes of the Men of Ashkelon 


























































































































Fic. 78. Vat.gr. 746, fol. 492r (detail), Samson's Riddle Is Answered; Samson Takes the Robes of the Men of 
Ashkelon; Samson Gives the Robes to the Philistines 
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Fic. 79. Мағ. рг. 747, fol. 72r (detail), Pharaoh and the Midwives 





Fic. 80. Smyrna, Evangelical School A.1 (lost), fol. 64r (detail), Birth of Moses 











Fic. 81. Istanbul, Topkapı S.gr.8, fol. 156r (detail), Birth of Moses 





Fic. 82. Vat.gr. 746, fol. 152r (detail), Birth of Moses 





Fic. 83.  Vat.gr. 747, fol. 108v (detail), Aaron’s Garments 




















Fic. 84.  Vat.gr. 746, fol. 237v (detail), Curtains for the Tabernacle 
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Fic. 85.  Vat.gr. 747, fol. 38v (detail), Abraham Falls on His Face and Laughs 
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Fic. 86. — Vat.gr. 746, fol. 73r (detail), God's Promise to Abraham and Sarah 
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Fic. 87. Маг. рт. 747, fol. 223r, Jos 8:14-29, with catena, and the Ваше and Ambush at Ai 
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Fic. 88. Smyrna, Evangelical School А.1 (lost), fol. 226г (reconstruction), the Ваше and Ambush at Ai at 
bottom edge of leaf (Jos 8:29 ends above) 
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Fic. 89. — Vat.gr. 747, fol. 223v, Jos 9:1—8, with catena, and Men of Ai Killed, Ai Destroyed; King of Ai Brought 
to Joshua, Hanged; Joshua's Altar on Mount Ebal 





Fic. 90. Smyrna, Evangelical School А.1 (lost), fol. 226у (reconstruction), Men of Ai Killed, Ai Destroyed; 
King of Ai Brought to Joshua, Hanged; Joshua’s Altar on Mount Ebal 











Fic. 91. Smyrna, Evangelical School А.1 (lost), fol. 53r (detail), 
Joseph Interprets Pharaoh’s dream 





Fic. 92. Istanbul, Topkapi S.gr.8, fol. 130r (detail), Joseph Interprets Pharaoh’s dream 
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Fic. 93. Vat.gr.746, fol. 73r (detail), God Instructs Abram to Institute Circumcision 
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| Fic. 94. Уас.рг. 746, fol. 69r (detail), God Instructs Abraham to Circumcise His Household 
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Fic. 98. Smyrna, Evangelical School A.1 (lost), fol. 239v (detail), Sons of Judah Attack Jerusalem 





Fic. 99. Smyrna, Evangelical School A.1 (lost), fol. 239v (detail), Caleb with Achsah and Othniel 
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Fic. 100. Vat.gr.746, fol. 469v (detail), Sons of Judah Attack Jerusalem; Caleb with Achsah and 
Othniel 
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Fic. 101. Mount Athos, Vatopedi 602, fol. 402г (detail), Sons of Judah Attack Jerusalem; Caleb 
with Achsah and Othniel 
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Fic. 102. Vat.gr. 747, fol. 93r (detail), Moses Tells Aaron to Fill the Pot with Manna; Moses 
Strikes Water from the Rock 
























































































































































Fic. 103. Istanbul, Topkap: S.gr.8, fol. 205v (detail), Moses Tells Aaron to Fill the Pot with Manna; Moses 
Strikes Water from the Rock 









































Fic. 104. Smyrna, Evangelical School A.1 (lost), fol. 85r (detail), Moses Tells Aaron to Fill the Pot with 
Manna; Prayer of Moses 





























Fic. 105. Smyrna, Evangelical School A.1 (lost), fol. 85v (detail), Moses Strikes Water from the Rock 
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Fic. 106. — Vat.gr. 747, fol. 136v (detail), Cleansing of the Leper 








Fic. 107. — Vat.gr. 746, fol. 283r (detail), Cleansing of the Leper 
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Fic. 108.  Vat.gr. 747, fol. 101v, Ex 23:1-16, with catena. Space left in text at Ex 23:12—13 
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Istanbul, Topkapi S.gr.8, fol. 224v, Ex 23:12-16, with catena. Space left in text at Ex 23:12—13 
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Fic. 112. Vat.gr. 747, fol. 88r (detail), Pharaoh Pursues the Israelites; the Israelites Approach the 
Sea (Ex 13:15 above) 





























Fic. 113. Vat.gr. 746, fol. 189r (detail), Pharaoh Pursues the Israelites; the Israelites Approach 
the Sea (Ex 13:15 above) 
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Fic. 114. Vat.gr. 747, fol. 88v (detail), Israelites Carry the Bones of Joseph (Ex 14:11 above) 
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Fic. 115. Vat.gr. 746, fol. 190r (detail), Israelites Carry the Bones of Joseph (Ex 14:11 above) 
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Fic. 116. Vat.gr. 747, fol. 202r (detail), Stoning 
of Fornicators (Dt 24:1 begins above) 

























































































Vat.gr. 747, fol. 203r (detail), Neighbor's Grapes and Corn (Dt 25:9 above) 
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Fic. 118. Vat.gr. 747, fol. 165v (detail), Moses 
Explains the Rules for Sacrifice to Joshua; Israelites 
Defeated by the Amalekites 





Fic. 119.  Vat.gr. 747, fol. 171r (detail), Death of Miriam (Nb 20:1 ends above; 
kephalaion 34 begins at right) 
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Fic. 120. Vat.gr.699, fol. 48r, Ark with Priests and Cherubim (Christian Topography, v, 37-38, below) 
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Fic. 121. Vat.gr. 747, fol. 106r, Ark with Priests and Cherubim (Ex 25:20 above) 
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Fic. 122.  Vat.gr. 746, fol. 231r, Ark with Priests and Cherubim (Ex 25:20 above) 
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Fic. 123. — Vat.gr.699, fol. 46v, the Tabernacle with the Ark, Table, and Candlestick (Christian Торортарћу. v, 23— 
24, below) 
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Fic. 124. Vat.gr. 747, fol. 107v (detail), the Tabernacle with the Ark, Stamnos, and Candlestick 
(Ex 26:28 above) 
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Fic. 125. Vat.gr.746, fol. 235r (detail), the Tabernacle with the Ark, Table, and Candlestick 
(Ex 26:28 above) 
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Fic. 126. Vat.gr.699, fol. 49r, the Court of the Tabernacle 





Fic. 127. Vat.gr.747, fol. 108r, the Grate of the Altar (Ех 27:17 above) 
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Fic. 128.  Vat.gr. 746, fol. 236v, the Grate of the Altar (Ex 27:17 above) 
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Fic. 129. Vat.gr. 747, fol. 111r (detail), Aaron and His Sons Clothed by Moses (Ex 29:37 ends 


above) 
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Fic. 130. Vat.gr. 746, fol. 242v (detail), Aaron and His Sons Clothed by Moses (Ex 29:37 ends 


above) 
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Fic. 131. Vat.gr. 747, fol. 112v (detail), Consecrated Food for the Priests (Ex 29:37 ends above) 
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Fic. 132. Vat.gr. 746, fol. 244v (detail), Consecrated Food for the Priests (Ex 29:37 ends above) 
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Vat. рт. 747, fol. 89v (detail), Crossing of the Red Sea 





Smyrna, Evangelical School A.1 (lost), fol. 81у (detail), Crossing of the Red Sea 





Fic. 135. Istanbul, Topkapı S.gr.8, fol. 197v (detail), Crossing of the Red Sea 
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Fic. 136. Vat.gr. 746, fol. 192v (detail), Crossing of the Red Sea 
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Crossing of the Red Sea 


Vat.reg.gr.1, fol. 46v, 


Fic. 138. 
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Fic. 143. Vat.gr. 747, fol. 28v (detail), Noah Instructed by God 
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Fic. 144. Vat.gr. 746, fol. 52r (detail), Noah Instructed Бу God 


Fic. 145. 


Vat. gr. 746, fol. 





47r (detail), Lamech Kills Cain 


















































Fic. 146. — Vat.palat.gr.431, sheets I-III, the Spies Escape (part of Jos 2:15—16 below); the 
Spies Are Pursued (Jos 2:22 below); Joshua and the Israelites March With the Ark (Jos 3:6-7 
below); the Priests Stand in Jordan, Stones Are Collected (Jos 3:17, 4:1-2 below); the 


Israelites Pass Over (Jos 4:11-13 below); Joshua Builds a Monument at Gilgal (Jos 4:20-22 
below); Israelites Circumcised (Jos 5:2—3 below) 


Fic. 147. Vat.gr.747, fol. 219r 
(detail), Priests Stand in Jordan; Joshua 
Sets Up Twelve Stones in the Place 


(Jos 4:9 beside top) 


Fic. 148. Smyrna, Evangelical 
School A.1 (lost), fol. 223r (detail), 
Priests Stand in Jordan; Joshua Sets 
Up Twelve Stones in the Place 

(Jos 4:10—11 below) 
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Fic. 149. Istanbul, Topkapi S.gr.8, fol. 477у (detail), Priests Stand in Jordan; Joshua Sets Up 
Twelve Stones іп the Place (Jos 4:10-11 below) 
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Fic. 150. — Vat.gr. 746, fol. 443v (detail), Priests Stand in Jordan; Joshua Sets Up Twelve Stones in 
the Place (Jos 4:9 above) 
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Fic. 151. Vat.gr.747, fol. 219v (detail), Joshua Builds a Monument at Gilgal (Jos 5:1 
beside top) 





Нс. 152. Smyrna, Evangelical School А.1 (lost), fol. 223v (detail), Joshua Builds a 
Monument at Gilgal (Jos 5:1 beside top?) 




































































Fic. 153. Istanbul, Topkapi 5.рт.8, fol. 478v (detail), Joshua Builds a Monument at Gilgal (Jos 5:) 


above) 
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Fic. 154.  Vat.gr. 746, fol. 444r (detail), Joshua Builds a Monument ас Gilgal (Jos 5:1 above) 
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Fic. 155. Mount Athos, Vatopedi 602, fol. 347г (detail), Joshua Builds a Monument at Gilgal (Jos 5:1 above) 


Fic. 157. 


2» = Ж 


Финн 
p 
tat 














Fic. 156.  Vat.gr. 747, fol. 218r 
(detail), Joshua and the Israelites 
March (Jos 3:6 above) 
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Маг. рт. 746, fol. 442v 


(detail), Joshua and the Israelites 
March (Jos 3:6 above) 
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Fic. 158.  Vat.gr. 747, fol. 218v 6. 
(detail), Priests with the Ark E ia d 
Reach Jordan (Jos 3:15 beside top) + ~" 
fuum 
* * Ši 
2 
' | 
а Ра 
o ru duy. Маб, 


Gprapirl j epi ҳа" Kae Ен Gani t] Sp. 
Уаннис ww par. а: 


Fic. 159. Мағ. рг. 746, fol. 443r 
(detail), Priests with the Ark 
Reach Jordan (Jos 3:15 beside top) 
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Fic. 160. — Vat.palat.gr.431, sheets VII-IX, Story of the Israelites’ Defeat at Ai, and the 
Disobedience and Punishment of Achan (excerpts from Jos 7:3, 7:4, 7:5, 7:6-10, 7:19-20, 
7:24—25) 
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Fic. 162. Vat.gr. 746, fol. 451r (detail), Joshua’s Altar on Mount Ebal 
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Fic. 167.  Vat.gr. 747, fol. 222v (detail), Achan Stoned; Joshua Instructed (Jos 7:26 above) 
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Fic. 168.  Vat.gr. 746, fol. 449v (detail), Achan Stoned; Joshua Instructed (Jos 7:26 above) 





Fic. 169. Vat.palat.gr.431, sheets XIV-XV, Five Kings 
Brought before Joshua, Humiliated, and Hanged 
(Jos 10:16-26 below) 
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Fic. 171. — Vat.gr. 746, fol. 453v (detail), Five Kings Humiliated before Joshua (Jos 10:23-24 above) 
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Ес. 172.  Vat.palat.gr.431, sheets Х-ХІ, Joshua Instructed, Departs for Ai, the Ваше of Ai, the King of Ai 
Brought Before Joshua and Hanged, Joshua’s Altar on Mount Ebal, the Ambassadors of Gibeon Before Joshua 


(twice), Joshua Makes the Sun and Moon Stand Still (excerpts below from Jos 8:1, 8:3, 8:18—22, 8:23-29, 
9:2a—b, 9:6, 9:9-13, 10:6, 10:9-14) 
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Ес. 173. Vat.gr. 747, fol. 224r (detail), Ambassadors of Gibeon (Jos 9:15 above) 





























Fic. 174. Vat.gr.747, fol. 224r (detail), Ambassadors of Gibeon before Joshua (Jos 9:21—22 above’ 











Fic. 175. Vat.gr. 747, fol. 224v (detail), Ambassadors of Gibeon before Joshua (Jos 10:1 begins 


above) 
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Fic. 176. Vat.gr. 746, fol. 437r (detail), Moses Sees Canaan from Mount Nebo 


Ба. 177. Vat.gr. 746, fol. 438r (detail), Moses 
Led by an Angel; Death of Moses 
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Vat.gr. 747, fol. 226r (detail), Battle by the Waters of Merom 
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Fic. 179. Vat.gr. 747, fol. 31r (detail), God’s Covenant with Noah 


